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FOREWORD 


Tapestry  making  flourished  in  the  major  centers  of  western  Europe  from  the  fourteenth 
through  the  nineteenth  centuries.  Thousands  of  tapestries  were  woven  as  special  commissions  for 
Church,  Crown,  and  nobility.  Sometimes  these  were  separate  panels,  but  more  often  they  were 
created  as  part  of  ambitious  allegorical  or  historical  series  or  to  function  purely  decoratively  as  wall 
coverings,  with  complementary  tapestry-woven  upholstery,  for  the  interiors  of  noble  residences. 

Of  the  vast  numbers  of  tapestries  reputed  to  have  been  produced  in  the  leading  workshops, 
only  a  small  percentage  remains.  Unlike  frescoes  or  even  large-scale  paintings,  tapestries  could 
easily  be  taken  down  from  the  walls,  rolled  up,  and  transported  from  one  royal  residence  to 
another,  even  to  the  temporary  setting  of  tents  on  the  battlefield  or  to  an  exterior  locale  for 
decoration  during  religious  holidays.  Their  peripatetic  existence  took  its  toll:  many  were  destroyed 
through  vandalism  and  looting  or  simply  through  use.  Many  of  the  tapestries  distinguished  by  a 
lavish  use  of  gold  and  silver  thread  were  burned  to  extract  the  precious  metal.  Of  the  hangings  that 
have  come  down  to  us,  most  require  considerable  care  in  handling  and  limited  exhibition  because  of 
their  fragility  and  sensitivity  to  light. 

Tapestries  are  thus  no  longer  permitted  to  travel  without  special  care  and  planning.  In  fact,  we 
are  now  the  ones  who,  most  often,  journey  to  view  the  magnificent  collections  in  Madrid,  Vienna, 
and  Cracow.  The  collection  at  the  Metropolitan  Museum  rivals  the  much  vaster  holdings  of  major 
European  museums  in  its  diversity  and  in  its  possession  of  several  complete  sets,  which  are  a  great 
rarity.  For  example,  visitors  to  the  Metropolitan  can  experience  the  full  beauty  and  decorative 
impact  of  such  a  set  when  they  enter  the  gallery  adorned  with  the  Gobelins  tapestries  with 
medallions  designed  by  Francois  Boucher  that  were  woven  for  the  room  at  Croome  Court  in 
Worcestershire,  England. 

Only  a  fraction  of  the  Museum's  collection  of  tapestries  can  be  exhibited  at  one  time.  Their  size 
demands  considerable  space  for  proper  viewing,  and  their  age  dictates  that  they  be  rotated  often  to 
limit  the  deleterious  effects  of  exposure  to  light  and  the  stress  on  the  aging  threads  from  hanging. 
With  this  publication,  students,  interested  laymen,  and  visitors  can  now  appreciate  the  richness, 
quality,  and  extent  of  the  collection  for  the  first  time.  The  tapestries  are  presented  in  terms  of  their 
subject  matter,  iconography,  composition,  technical  production,  sources  of  artistic  inspiration,  and 
function,  enhancing  our  understanding  of  the  manufacture  and  use  of  tapestries  in  Europe  from  the 
early  sixteenth  century. 
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Edith  Standen  is  clearly  the  most  competent  authority  to  realize  this  scholarly  assessment.  As 
associate  curator  in  charge  of  the  Textile  Study  Room  of  the  Metropolitan  Museum  from  1949 
until  her  retirement  in  1970,  Miss  Standen  was  responsible  for  the  care,  growth,  and  study  of  the 
collection.  Since  1970  she  has  devoted  her  considerable  energy  to  compiling  this  catalogue.  Her  vast 
knowledge  encompasses  the  Museum's  strong  holdings  as  well  as  tapestry  collections  in  this 
country  and  abroad.  She  imparts  a  lifetime  of  research  and  reflection  in  a  style  that  is  graceful  and 
informed,  making  this  publication  an  indispensable  work  for  anyone  interested  in  this  field  of  study. 

We  are  indebted  not  only  to  Miss  Standen  for  her  commitment  to  completing  this  work,  but 
also  to  Margaret  Aspinwall  and  Polly  Cone  for  their  editorial  contributions,  and  most  significantly 
to  the  National  Endowment  for  the  Arts  and  the  National  Endowment  for  the  Humanities  for  the 
funding  that  allowed  publication  for  this  important  study. 

Philippe  de  Montebello 

Director 

The  Metropolitan  Museum  of  Art 
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INTRODUCTION 


This  catalogue  includes  tapestries,  large  pictorial  embroideries,  and  fabrics  in  knotted  pile 
made  in  Europe,  or  after  European  designs,  from  the  beginning  of  the  Renaissance  until  the  present 
century.  Tiny  pieces  in  tapestry  technique,  such  as  book  covers,  and  costume  accessories,  such  as 
bags,  gloves,  and  shawls,  have  been  omitted,  as  have  carpets  in  tapestry  weave  or  with  knotted  pile. 

Though  the  collection  in  the  Metropolitan  Museum  is  small  compared  to  the  great  accumula- 
tions of  tapestries  in  Vienna  and  Madrid,  it  is  remarkably  inclusive  geographically.  The  chief 
manufacturing  centers,  Flanders  and  France,  are  well  represented  and  there  are  examples  from  most 
of  the  less  productive  countries,  namely,  England,  Germany,  Italy,  Poland,  and  Russia. 

The  varied  uses  of  tapestry  are  also  well  illustrated  in  this  collection.  Though  there  is  only  one 
complete  set  (or  "chamber,"  as  it  was  called  in  England)  of  sixteenth-century  tapestries,  the  four 
pieces  of  the  Twelve  Ages  of  Man,  there  are  three  examples  of  complete  eighteenth-century  sets:  the 
Gobelins  made  for  Croome  Court,  the  Beauvais  Italian  Village  Scenes  {Fetes  italiennes),  and  the 
Four  Continents.  The  Gobelins  set  and  the  Four  Continents  include  all  the  tapestry  furniture 
upholstery  made  to  accompany  the  wall  hangings.  The  Croome  Court  tapestries  are  still  in  the  room 
for  which  they  were  commissioned  and  so  provide  what  is  rarely  found,  the  aesthetic  experience  that 
a  set  of  tapestries  can  give  the  viewer  who  stands  surrounded  by  them. 

Most  of  the  tapestries  in  the  Museum  have  now  lost  some  or  all  of  their  companions,  but  there 
are  also  instances  of  panels  that  never  had  any.  These  include  religious  works,  portieres,  table 
covers,  and  even  portraits.  Some  little  panels  seem  to  have  been  made  as  tours  de  force,  woven  to  be 
sold  as  curiosities.  The  subject  matter  of  the  pictorial  tapestries  is  very  varied,  with  scenes  from  the 
Old  and  New  Testaments,  classical  history  and  mythology,  allegory,  romance,  history,  poetry,  and 
fiction. 

The  first  tapestries  to  come  to  the  Metropolitan  Museum  were  three  small  Italian  eighteenth- 
century  pieces,  tourists'  souvenirs  from  another  age,  that  were  part  of  a  substantial  gift  from 
Coudert  Brothers  in  1888.  Four  years  later  there  were  two  important  groups  in  the  bequest  of 
Elizabeth  U.  Coles:  five  pieces  of  a  seventeenth-century  Brussels  Antony  and  Cleopatra  set  and  four 
Scenes  from  Tasso's  Gerusalemme  Liberata,  woven  in  Rome  between  1732  and  1739.  The  first 
Museum  purchase  of  a  tapestry  was  in  1906,  two  fragments  of  a  Grammont  verdure,  bought 
through  the  recently  received  Rogers  Fund.  The  great  J.  P.  Morgan  collection,  given  this  same  year, 
included  many  tapestry-upholstered  chairs,  and  in  the  large  bequest  of  Benjamin  Altman  in  191 3, 
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also  more  famous  for  other  things,  were  two  important  tapestries,  the  sixteenth-century  Brussels 
Adoration  of  the  Kings  and  the  Beauvais  Vertumnus  and  Pomona  after  Boucher. 

In  the  1920s,  the  Edward  C.  Moore,  Jr.  Gift  provided  funds  for  purchase  of  what  was  then 
modern  decorative  art;  the  two  pieces  from  William  Morris's  manufactory  and  the  Beauvais  screen 
panels  of  1922—23  were  bought  with  this  gift.  Some  interesting  pieces  were  also  received  as  gifts  and 
bequests  in  the  1920s,  but  the  collection  really  began  to  grow  in  the  following  decade.  Many  great 
American  houses,  which  often  contained  splendid  tapestries,  especially  if  they  had  been  decorated 
by  Stanford  White,  were  now  being  exchanged  by  their  owners  for  more  modern  residences  with 
lower  ceilings.  In  1932,  the  bequest  of  Julie  Heidelbach  brought  the  Museum  an  extensive  and  rare 
group  of  small  French  eighteenth-century  panels.  A  set  of  French  furniture  given  by  John  D. 
Rockefeller,  Jr.,  in  1935  has  Beauvais  tapestry  upholstery  of  as  fine  quality  as  the  woodwork;  the 
suite  was  made  for  a  Danish  statesman,  Baron  Bernstorff,  in  1754-56,  and  by  an  extraordinary 
coincidence  it  joined  in  the  Museum  two  of  the  tapestries  that  were  part  of  the  same  commission, 
scenes  from  the  Loves  of  the  Gods  after  Boucher,  the  gift  of  Ernest  G.  Stillman  in  1922. 

Another  great  benefactor  to  the  Museum,  George  Blumenthal,  included  several  fine  tapestries 
in  his  bequest  of  1941 ;  the  two  sixteenth-century  Brussels  pieces  of  Mercury  and  Herse  are  among 
the  greatest  treasures  of  the  entire  collection.  The  same  can  be  said  of  the  French  sixteenth-century 
pair  made  for  Diane  de  Poitiers,  given  in  1942  by  the  children  of  Mrs.  Harry  Payne  Whitney.  Mr. 
Rockefeller  continued  his  munificence  with  the  ten  pieces  of  the  Gobelins  Months  of  Lucas,  in  1944, 
and  in  the  same  year  two  tapestries  were  bought  with  the  Fletcher  Fund,  the  sixteenth-century 
Brussels  Passion  scenes,  once  owned  by  the  ruling  house  of  Saxony. 

This  last  acquisition  was  published  in  the  Museum  Bulletin  by  John  Goldsmith  Phillips,  who 
later  became  curator  of  the  Department  of  European  Sculpture  and  Decorative  Arts  (to  use  its 
present  title)  and  to  whom  is  largely  due  the  wealth  of  fine  tapestries  and  embroideries  that  came  to 
the  Museum  in  the  1940s  and  1950s.  Many  were  single  pieces,  which  cannot  all  be  mentioned  here, 
but  there  was  also  the  set  of  embroidered  hangings  made  for  Mme  de  Montespan  about  1683, 
bought  by  means  of  the  Rogers  Fund  in  1 946.  The  annus  mirabilis  was  1 9  5  3 .  Its  accessions  large  and 
small,  listed  in  full,  were:  a  curious  French  eighteenth-century  horse  trapping  given  by  James  Hazen 
Hyde,  a  seventeenth-century  Gobelins  portiere  from  Mrs.  Lionel  F.  Straus  (recently,  most  regret- 
tably, lost  through  theft),  two  English  "chinoiserie"  tapestries  from  Mrs.  George  F.  Baker,  a  Beauvais 
Stag  Hunt  from  Thomas  Emery,  a  panel  of  the  Beauvais  Blue  Draperies  series  from  Mrs.  Byron  C. 
Foy,  the  Twelve  Ages  from  the  Hearst  Foundation,  and,  from  the  bequest  of  Julia  A.  Berwind,  six 
Gobelins  from  the  seventeenth-century  Fables  series  and  twelve  small  copies  of  paintings  owned  by 
Catherine  the  Great,  woven  in  Saint  Petersburg.  Many  a  small  museum  would  be  proud  to  own,  as 
its  tapestry  collection,  the  accessions  of  this  single  year. 

Later  acquisitions  of  the  1950s  cannot  be  listed  in  such  detail,  but  they  include  three  pieces  of 
one  of  the  rarest  kinds  of  tapestry,  ecclesiastical  vestments.  These  are  a  sixteenth-century  Flemish 
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chasuble  and  dalmatic  and  an  eighteenth-century  Polish  cape  for  a  statue  of  the  Virgin,  bought 
through  the  Rogers  Fund.  At  the  end  of  the  decade  came  a  spectacular  gift,  the  thirty-three  pieces 
that  make  up  the  wall  coverings  and  furniture  upholstery  of  the  Croome  Court  Room,  woven  at  the 
Gobelins  between  1764  and  1771,  which  were  given  by  the  Kress  Foundation  in  1958.  In  the  same 
year  the  remarkable  Lewknor  table  carpet,  dated  1564,  was  purchased  by  means  of  the  Fletcher 
Fund. 

The  1960s  and  1970s  did  not  bring  as  many  tapestries  to  the  Museum,  but  the  huge  gift  of  Irwin 
Untermyer  in  1964  included  a  few  choice  pieces  among  a  great  wealth  of  small  embroideries.  In  this 
gift  was  what  may  be  the  only  Dublin  tapestry  outside  Ireland,  a  portrait  of  George  II.  Also  in  1964 
another  complete  set  of  tapestries  came  to  the  Museum,  the  Beauvais  Italian  Village  Scenes  in  eight 
pieces,  given  by  Mary  Ann  Robertson.  Comparable  gifts  are  the  five  Beauvais  Grotesques  from  John 
M.  Schiff  in  1977,  and  the  Four  Continents,  with  the  upholstery  for  two  sofas  and  twelve  chairs, 
woven  for  Louis  XVI,  from  Mr.  and  Mrs.  Claus  von  Biilow  in  1978.  The  largest  set  of  Brussels 
sixteenth-century  tapestries,  six  pieces  of  a  Story  of  Jacob,  was  a  gift  of  the  estate  of  Amy  Warren 
Paterson  in  1983,  arid  with  the  Robert  Lehman  Collection  in  1975  came  one  of  the  greatest 
Renaissance  tapestries  in  America,  the  Last  Supper  after  Bernaert  van  Orley. 
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been  my  main  source  of  information,  but  I  have  also  used  many 
others,  including  the  New  York  Public  Library  (with  special 
thanks  to  Elizabeth  Roth),  the  Frick  Art  Reference  Library,  the 
Pierpont  Morgan  Library,  the  British  National  Art  Library  at 
the  Victoria  and  Albert  Museum,  the  British  Library,  and  the 
Courtauld  Institute  in  London,  the  Institut  Royal  du  Patri- 
moine  Artistique  in  Brussels,  the  Bibliotheque  Nationale  and 
the  library  of  the  Musee  des  Arts  Decoratifs  in  Paris,  and  the 
Rijksbureau  voor  Kunsthistorische  Documentatie  in  The 
Hague.  The  designer,  Peter  Oldenburg,  and  the  skilled  crafts- 
men of  the  Photograph  Studio  of  the  Metropolitan  Museum, 
especially  Lynton  Gardiner,  have  earned  the  thanks  of  every- 
one who  looks  at  this  book. 

In  the  following  list  of  names  are  both  dear  friends  with 
whom  I  have  been  in  correspondence  for  twenty  years  or  more 
and  individuals  to  whom  I  am  indebted  for  perhaps  one  photo- 
graph or  one  item  of  information,  but  I  have  decided  that  it 


would  be  an  impossible  task  to  mete  out  my  gratitude  in  graded 
assessments.  I  thank  these  people  one  and  all  and  can  only  hope 
that  not  too  many  names  are  missing: 

Candace  Adelson,  Helene  Adhemar,  Jean  Adhemar,  Maryan 
Wynn  Ainsworth,  Daniel  Alcouffe,  Yolande  Amic,  the  late 
Duke  of  Argyll,  the  late  Jean  Paul  Asselberghs,  Erwin  M.  Auer, 
Rosaline  Bacou,  Mary  W.  Ballard,  Paola  Pacht  Bassani,  Frans 
Baudouin,  Rotraud  Bauer,  Christian  Baulez,  Elfriede  Baum,  S. 
Baumgartner,  Jacob  Bean,  de  Quiqueran  Beaujeu,  the  late 
Alice  B.  Beer,  C.  H.  Beharrell,  Evelyne  Behrendt,  Stella  Bellem, 
Luigi  Bellini,  Anna  G.  Bennett,  Lynn  Kahler  Berg,  Sanford  L. 
Berger,  A.  S.  Berkes,  Maria  Bernasikowa,  Konrad  O.  Bern- 
heimer,  Luciano  Berti,  Comtesse  de  Billy,  Nina  Biriukova,  V. 
Birke,  Per  Bjurstrom,  M.  Blanch,  the  late  Jarmila  Blazkova,  the 
late  Anthony  Blunt,  the  late  Dario  Boccara,  Jacqueline  Boccara, 
Evelina  Borea,  Helmut  Borsch-Supan,  J.  Bouchot-Saupique, 
Charles  Boxer,  Edgar  Breitenbach,  Charissa  Bremer-David, 
Susanne  Brendel,  B.  Brot,  Clifford  M.  Brown,  Herbert  Brunner, 
Lia  de  Bruyn,  Curt  F.  Buhler,  J.  S.  Bunt,  C.  A.  Burgers,  Bonnie 
Burnham,  Janet  S.  Byrne,  the  late  M.  Calberg,  J.  Herbert 
Callister,  Adolph  S.  Cavallo,  Robert  Cecil,  C.  D.  Chalmers,  N. 
Chamberlayne-Macdonald,  Lady  Pauline  Chapman,  Philippe 
Chapu,  Andre  Chastel,  Fernand  de  Chasteloup,  John  A.  Cherol, 
Elizabeth  Chirol,  Muriel  B.  Christison,  the  late  Anthony  Clark, 
Rena  N.  Coen,  E.  R.  F.  Compton,  Jean  Coural,  Denis  Coutagne, 
Trenchard  Cox,  Virginia  Crooks,  Frederick  J.  Cummings,  Erik 
Dal,  Josef  Dauwe,  Mildred  Davison,  Geoffrey  De  Bellaigue,  F. 
Debidour,  Imelda  G.  DeGraw,  the  late  Hubert  Delesalles  and 
Mme  Delesalles,  Guy  Delmarcel,  Ingrid  De  Meuter,  the  late 
Viorica  Dene,  Isabelle  Denis,  Elisabeth  Dhanens,  Princess 
Orietta  Doria,  Wolf-Dieter  Dube,  David  DuBon,  Saskia  Durian- 
Ress,  Denis  I.  Duveen,  Erik  Duverger,  the  late  Josef  Duverger, 
Paul  Eeekhout,  Colin  Eisler,  Charles  H.  Elam,  Karol  Estreicher, 
Paul  Ettesvold,  M.  W.  Evans,  Enid  Falaschi,  Italo  Faldi,  Jean 
Farier,  John  D.  Farmer,  Jean  Feray,  Catherine  Ferbos,  Luciana 
Grassi  Ferrara,  Mercedes  Ferrero  Viale,  Hermann  Fillitz,  Karen 
Finch,  Estelle  Fink,  Helen  C.  Fioratti,  Ernst  Fischer,  Roy  Fisher, 
W.  Fleischhauer,  the  late  Rudolph  von  Fluegge,  Stig  Fogel- 
marck,  William  H.  Forsyth,  Donald  M.  Frame,  S.  Franses,  the 
late  Margaret  B.  Freeman,  Ronald  Freyberger,  the  late  Angelica 
Frezza,  Alice  Garrigoux,  Agnes  Geijer,  the  late  Veronika 
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Gervers,  Christopher  Gilbert,  Creighton  Gilbert,  Patricia  Gill, 
Jeanne  Goldberg,  Lucile  M.  Golson,  Ernst  Gombrich,  Carmen 
Gomez-Moreno,  Christopher  Gotch,  Serge  Grandjean,  M. 
Greiner-Kiihne,  F.  Grisdale,  Ruth  Gronwoldt,  Antoinette 
Guerrini-Maraldi,  the  late  Gloria  Guerreiro,  Desmond 
Guinness,  Lilian  F.  Gunz,  Nechama  Guralnik,  Yvonne 
Hackenbroch,  Paul  A.  Hackey,  Luisa  Hager,  W.  O.  Hassell, 
Hans  Haug,  Ulrica  von  Haumeder,  Herbert  Haupt,  Egbert 
Haverkamp-Begemann,  Henry  Hawley,  Helena  Hayward, 
Wendy  Hefford,  Detlef  Heikamp,  E.  Heinemann,  Elfriede 
Heinemeyer,  Dora  Heinz,  Julius  Held,  Luke  Herrmann, 
Charles  van  der  Heyden,  Elizabeth  Hidemark,  Kathryn  B. 
Hiesinger,  Georg  Himmelheber,  G.  Stewart  Hodge,  Virginia 
House,  Mrs.  Sheldon  J.  Howe,  the  late  Hannah  Howell, 
Gerard  Hubert,  C.  R.  Humphery-Smith,  Monique  Jacob,  the 
late  Renate  Jaques,  the  late  Madeleine  Jarry,  P.  A.  Jehe,  Bertrand 
Jestaz,  William  R.  Johnston,  F.  C.  Jolly,  C.  Christy  Jones,  the 
late  Paulina  Junquera,  Eiesbeth  J.  Kalf,  Georges  Kamir,  Flor- 
ence Karant,  Karl  Katz,  D.  Graeme  Keith,  Robert  Keyszelitz, 
Donald  King,  Gordon  Kipling,  Stephanie  Kline,  Wilhelm  H. 
Kohler,  Tamara  T.  Korshunova,  M.  H.  Krotoff,  H.  L.  Kruimel, 
Joseph  J.  Kuntz,  Marielle  Latour,  Jan  Lauts,  Ada  K.  Leask, 
Mme  Alain  Leclair,  Denise  Ledoux-Lebard,  W.  Rensselaer  Lee, 
the  late  Parker  Lesley,  Santina  M.  Levey,  the  Prince  de  Ligne, 
Gail  Lloyd,  R.  B.  Lockett,  the  late  Adolph  Loewi,  Stanislaw 
Lorentz,  B.  Lossky,  Helen  Lowenthal,  Laura  C.  Luckey, 
Helena  Lutteman,  Edda  Maillet,  the  late  Henri  Marceau, 
Richard  Marks,  Fiona  Marsden,  N.  Marx,  Klaus  Maurice,  the 
late  Florence  L.  May,  Christa  C.  Mayer,  M.  J.  Mayorcas,  H.  de 
Meaux,  Menz,  Daniel  Meyer,  the  late  R.  de  Micheaux, 
Marianne  Roland  Michel,  Olivier  Michel,  the  late  Marjory  J. 
Milne,  Charles  L.  Mo,  Jenifer  Montagu,  Barbara  Morris, 
Edward  Morris,  Richard  B.  Morris,  Dewey  F.  Mosby,  Jorge  de 
Moser,  Jean-Marie  Moulin,  the  late  A.  M.  L.  E.  Mulder- 
Erkelens,  Barbara  Mundt,  Zdenka  Munk,  Judy  Murphy, 
Clifford  Musgrave,  M.  MacCarthy,  James  Macgill,  Mrs. 
Alasdair  Maclean,  Donald  H.  McTernan,  Pinkney  Near,  John 
Nevinson,  Olive  Newcombe,  Beaumont  Newhall,  Juliet 
Niclausse,  Niester,  Joseph  V.  Noble,  Eva  Nordenson,  L. 
Novosselskaya,  Gabrielle  Nueny,  Konrad  Oberhuber,  Gabriel 


Olliver,  Edward  John  Olszewski,  Mary  O'Neill,  Hal  N. 
Opperman,  Vera  K.  Ostoia,  David  T.  Owsley,  M.  Vittoria 
Brugnoli  Pace,  the  late  Erwin  Panofsky,  James  Parker,  Linda 
Parry,  Merribel  Parsons,  Nancy  A.  Petersen,  Magdelena 
Piwocka,  John  Plummer,  Virginia  Pow,  Vincent  Powell-Smith, 
Jose  de  Prado  Herranz,  Tamara  Preaud,  Pierre  Quarre, 
Richard  H.  Randall,  Jesper  Rasmussen,  Reinheckel,  B.  J.  A. 
Renckens,  Tamara  Talbot  Rice,  Monique  Ricour,  Nesca  A. 
Robb,  Madeleine  Rocher-Jauneau,  Barbara  Rolfes,  Susan 
Romanelli,  A.  Ronsin,  Betsy  Jean  Rosasco,  Pierre  Rosenberg, 
Earl  E.  Rosenthal,  Jacqueline  Beaudoin  Ross,  the  late  Theodore 
Rousseau,  Maria  Teresa  Ruiz  Alcon,  M.  Rutten,  Xavier  de 
Salas,  the  late  Larry  Salmon,  C  Samoyault-Verlet,  the  late 
Milton  Samuels,  Mitchel  Samuels,  Marc  Sandoz,  Beatrix  Saule, 
Elisabeth  Mahl  Scheicher,  Th.  H.  Lunsingh  Scheurleer,  Lorenz 
Seelig,  Maurice  Serullaz,  the  Earl  of  Shaftsbury,  Egerton 
Shelswell-White,  Dorothy  G.  Shepherd,  Viscount  Sidmouth, 
Noel  Simon,  Aase  Bay  Sjevold,  Patrick  J.  Smith,  Bernard  C. 
Solomon,  Milton  F.  Sonday,  Henry  Sorensen,  Genevieve 
Souchal,  Ermine  Spier,  Eva  Stahn,  Felice  Stampfle,  Anthony 
Standen,  J.  K.  Steppe,  Michael  Stettler,  Marion  C.  Stewart, 
Anne  van  Ypersele  de  Strihou,  Hans  Strutz,  Margaret  Swain, 
George  Szabo,  Ross  Taggart,  G.  L.  Taylor,  Max  Terrier,  Peter 
K.  Thornton,  Janet  Thorpe,  Eric  Till,  Wiebke  Tomaschek,  the 
late  Gertrude  Townsend,  Johannes  Tuba,  Meurgey  de 
Tupigny,  Baron  Serooskerken  van  Tuyll,  Alistair  Twort,  Bo 
Vahine,  G.  Van  der  Kemp,  Philippe  Verdier,  Pierre  Verlet, 
Rene  Heron  de  Villefosse,  Claus  Virch,  Comte  Patrice  de 
Vogue,  the  late  A.  J.  B.  Wace,  Karin  Walton,  Evelyn  Svec 
Ward,  Anne  E.  Wardwell,  Robert  R.  Wark,  Eric  Waterhouse, 
Francis  Watson,  Hilary  G.  Wayment,  R.  A.  Weigert,  William 
Wells,  L.  Wenzel,  Siegfried  Wenzel,  M.  D.  Whinney,  Mary 
Whitehouse,  Doris  Wiener,  Robert  Wildhaber,  David  Wille, 
Benjamin  F.  Williams,  D.  S.  Wills,  Gillian  Wilson,  the  late  W. 
H.  Wilson,  George  F.  Wingfield  Digby,  Vibeke  Woldbye,  T.  S. 
Wragg,  Charles  de  Yturbe,  Erik  Zahle,  Gisela  Zick,  Charles- 
Otto  Zieseniss. 

Finally  I  should  like  to  thank  the  executive  editor,  Polly 
Cone,  and  my  kind,  painstaking  personal  editor,  Margaret 
Aspinwall,  as  well  as  a  succession  of  patient  typists. 

E.A.S. 
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European  Post-Medieval  TAPESTRIES 

and  Related  Hangings  in  The  Metropolitan  Museum  of  Art 


THE  NETHERLANDS 


Sixteenth,  Seventeenth,  and  Eighteenth  Centuries 

Flanders,  with  Brussels  as  its  chief  city,  was  the  leading  center  of  tapestry  manufacture  in  the 
sixteenth  century;  here  the  arrival  of  Raphael's  cartoons  for  the  Acts  of  the  Apostles  in  1 5 19  may  be 
said  to  have  marked  the  end  of  the  Middle  Ages.  The  four  pieces  of  the  Twelve  Ages  of  Man  (2)  were 
woven  not  long  after  this  date,  but  probably  before  the  ordinance  of  1528  obliged  the  heads  of 
tapestry  workshops  to  put  marks  on  large  pieces;  the  style  and  quality  of  these  tapestries  indicate 
Brussels  as  the  place  where  they  were  made.  This  set  is  probably  not  the  first  weaving,  which  would 
presumably  have  contained  gold  thread  and  possibly  coats  of  arms,  but  some  of  the  figures  can  be 
related  to  Margaret  of  Austria,  regent  of  the  Netherlands  from  1 507  to  1 530;  the  first  set  may  well 
have  been  commissioned  by  a  member  of  her  court.  Neither  the  designer  nor  the  weaver  is  known, 
though  the  two  pieces  of  the  slightly  later  Medallion  Months  (3)  are  probably  after  the  same  artist. 

The  Adoration  of  the  Kings  (4),  too  small  to  have  required  a  city  or  a  weaver's  mark,  can  be 
confidently  attributed  to  Bernaert  van  Orley,  the  leading  tapestry  designer  of  the  period,  as  can  the 
Last  Supper  in  the  Lehman  Collection  (6);  the  Crucifixion  (5)  can  also  be  associated  with  him  or  his 
workshop.  Similarly,  the  studio  of  Quentin  Massys  probably  provided  the  design  for  Christ  Shown 
to  the  People  (8)  and  possibly  for  the  Ecce  Homo  (9) ;  all  these  tapestries,  like  so  much  Flemish  art  of 
the  period,  show  the  influence  of  Albrecht  Diirer.  No  weaver  has  been  identified  for  any  of  the  early 
sixteenth-century  tapestries,  but  Pieter  de  Pannemaker,  in  all  probability,  was  responsible  for  the 
Last  Supper  (6). 

With  the  two  scenes  from  the  set  of  eight  illustrating  the  Story  of  Mercury  and  Herse  (10),  the 
middle  of  the  century  is  reached.  Both  have  the  mark  of  the  Brussels  weaver  Willem  de  Pannemaker, 
the  leading  manufacturer  of  his  day,  who  furnished  tapestries  to  the  emperors  Maximilian  and 
Charles  V  and  to  King  Philip  II  of  Spain.  The  set  belonged  to  the  Spanish  dukes  of  Medinaceli  and 
may  have  been  made  for  one  of  them;  it  has  gold  thread  and  must  have  been  commissioned  by  a 
person  of  great  rank  and  wealth. 

Flemish  tapestries  in  the  sixteenth  century  were,  in  fact,  sent  all  over  Europe.  The  blue-ground 
Grotesques  with  Minerva  panel  (11)  has  the  inserted  arms  of  the  famous  Genoese  admiral  Andrea 
Doria.  The  set  was  woven  in  Brussels  but  was  probably  designed  by  an  Italian  artist,  perhaps  Perino 
del  Vaga,  who  worked  at  one  time  for  the  admiral.  It  is  not  known  who  first  owned  the  two  small 
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pieces  with  grotesques  on  a  red  ground  (12);  they  are  bed  furnishings,  similar  to  parts  of  the  set 
probably  made  for  Philip  II  in  1566,  now  in  the  Escorial.  The  designs  are  close  to  the  prints  of 
Cornelis  Floris,  Pieter  Coecke  van  Aelst  designed  Gluttony  (13)  as  one  of  the  Seven  Deadly  Sins, 
though  this  is  a  late  weaving  of  the  famous  series,  of  which  early  sets  are  in  Vienna  and  Madrid.  A 
Brussels  weaver,  Willem  de  Kempeneer,  put  his  mark  on  the  Scene  from  the  Old  Testament  (14). 

The  Electors  of  Saxony  were  among  the  purchasers  of  Brussels  tapestries  in  the  sixteenth 
century.  Two  pieces  from  a  Passion  set  (15),  the  Last  Supper  and  the  Ascension,  belonged  to  these 
rulers  from  at  least  1 565  and  were  inherited  by  their  descendants,  the  kings  of  Saxony,  until  the  last 
king  abdicated  in  191 8.  The  weaver's  mark  on  these  pieces  has  not  been  identified,  but  the  designer 
was  probably  Michiel  Coxcie.  One  of  a  pair  of  smaller  tapestries,  two  scenes  from  the  Story  of  the 
Romans  and  the  Sabines  (16),  has  the  weaver's  mark  IVH  (probably  Joost  van  Herzeele);  both  have 
coats  of  arms  of  a  member  of  the  Italian  Peretti  family,  and  one  piece,  what  is  so  seldom  found  on  a 
sixteenth-century  tapestry,  the  monogram  of  the  designer.  He  was  Nicolas  van  Orley,  a  nephew  of 
the  great  Bernaert.  The  six  pieces  of  the  Story  of  Jacob  (17)  were  made  in  Brussels  about  the  same 
time,  but,  though  they  have  a  weaver's  mark,  his  name  is  not  known;  it  is  rare  to  find  so  many  pieces 
of  a  set  together  in  an  American  museum. 

The  mark  of  Brussels  and  another  unidentified  weaver's  mark  are  found  on  the  Colosseum  (19) 
from  a  set  of  the  Wonders  of  the  World,  made  toward  the  end  of  the  sixteenth  century;  the  design 
was  taken  from  three  prints  after  Maarten  van  Heemskerck.  The  crowded  design  and  high  horizon 
are  typical  of  Brussels  tapestries  of  the  period  and  are  seen  also  in  the  two  scenes  from  the  Life  of 
Saint  Paul  (21).  These  have  the  Brussels  mark  and  that  of  an  unidentified  weaver;  their  poor  quality 
illustrates  the  decline  of  the  tapestry  industry  in  Flanders  at  this  time  of  political  upheaval  in  the  Low 
Countries  and,  indeed,  much  of  Europe. 

Flemish  cities  other  than  Brussels  are  represented  by  a  piece  from  the  simple  pastoral  Story  of 
Gombaut  and  Macee  (23 ) ;  though  this  tapestry  is  unmarked,  the  many  sets  with  the  same  border  are 
known  to  have  been  woven  in  Bruges  in  the  late  sixteenth  century.  Two  fragments  of  a  large-leaf 
verdure  (24)  are  unusual  because  they  have  the  mark  of  a  small  manufactory,  Grammont  (Gerards- 
bergen). 

A  dated  tapestry  with  a  completely  documented  history  is  named  from  the  family  who  commis- 
sioned it:  the  Lewknor  table  carpet  of  1564  (25).  It  contains  sixteen  coats  of  arms  of  English 
families,  but  though  unmarked,  it  is  thought  to  have  been  made  in  Flanders,  probably  at  Enghien. 
The  Moon  and  Her  Children  (27)  from  a  set  of  the  Planets  is  also  certainly  provincial  work,  but  it 
might  be  French;  the  design  is  adapted  from  a  woodcut  by  a  German,  Barthel  Beham.  The  northern 
Netherlands  was  the  place  of  origin  for  two  tapestry-woven  vestments  dated  1570  (29),  with  the 
arms  of  the  van  der  Geer  family  of  Utrecht,  and  what  may  well  be  a  complete  set  of  cushion  covers, 
six  pieces  with  scenes  from  the  life  of  Abraham  and  Isaac  (30),  must  have  been  woven  somewhere  in 
Flanders  toward  the  end  of  the  century. 
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The  drastic  change  of  style  caused  by  Rubens's  tapestry  designs  is  illustrated  by  the  five 
tapestries  of  a  set  of  the  Story  of  Antony  and  Cleopatra  (32).  They  were  designed  by  Justus  van 
Egmont,  a  Rubens  pupil,  and  woven  in  the  prolific  workshops  of  Jan  van  Leefdael  and  Geraert  van 
der  Strecken,  who  often  worked  together  on  sets  of  these  powerful  baroque  designs.  A  much  less 
frequently  found  weaver's  name  is  that  of  Daniel  Abbeloos,  who  specialized  in  landscapes  like  the 
one  in  this  collection  that  has  his  name  (33).  An  unmarked  Autumn  (34)  from  a  set  of  Four  Seasons 
was  designed  by  Lodewijk  van  Schoor  and  woven  by  a  member  of  the  van  den  Hecke  family, 
probably  early  in  the  eighteenth  century.  The  Arms  of  William  and  Mary  (3  5)  is  one  of  a  set  of  eight 
ordered  by  William  III  of  England  from  four  Brussels  weavers;  one  of  them  was  Hieronymus  Le 
Clerc,  whose  name  is  on  this  piece.  The  designer  may  have  been  Daniel  Marot  or  Johannes 
Christoph  Lotijn. 

The  Brussels  weavers  Urbanus  Leyniers  and  his  brother  Daniel  put  their  names  on  a  tapestry  of 
peasant  life,  the  Harvest  (36);  it  must  come  from  a  set  of  the  very  popular  "Teniers"  tapestries,  so 
called  because  of  the  similarity  of  the  designs  to  the  paintings  of  David  Teniers  II.  Flora  (38),  from 
an  eighteenth-century  set  of  classical  deities,  was  probably  woven  by  one  of  the  van  der  Borght 
family  in  Brussels. 

The  northern  Netherlands  in  the  seventeenth  century  produced  many  tapestry-woven  table 
carpets,  which  are  represented  in  this  collection  by  a  typical  example  (39). 
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1  Interior  scene 


Fragment 

Flemish  (probably  Brussels) ;  designed  and  woven  about 

1520-25. 
Wool  and  silk. 

5  ft.  10  in.  x  4  ft.  11  in.  (1.78  m  x  1.5  m). 
15-16  warps  per  inch,  6-7  per  centimeter. 
The  Friedsam  Collection,  Bequest  of  Michael  Friedsam,  193 1 
(32.100.390). 


DESCRIPTION 

A  young  woman  with  loose  fair  hair  places  her  hand  on 
a  portrait.  She  wears  a  red  and  brown  cap,  a  blue  dress 
over  red,  slashed  sleeves,  a  yellow  necklace,  and  a  red 
chain.  The  woman  holding  the  portrait  has  a  red,  blue, 
and  yellow  headdress,  a  blue  dress  with  a  red  lining  to  the 
wide  sleeve,  and  a  green  cloak  fastened  across  the  breast 
with  a  red  band.  The  portrait,  in  a  red  and  yellow  frame 
set  with  pearls  and  blue  gems,  shows  the  head  of  a  young 
man  wearing  a  blue  hat  with  red  and  yellow  ornaments 
(perhaps  a  coronet)  and  a  blue  jacket  with  a  red  and  yel- 
low collar.  At  the  left,  a  man  in  a  blue  cap,  red  dress,  and 
blue  cloak  stands  looking  at  the  portrait.  Below,  on  the 
right,  is  a  fair-haired  man  in  a  blue  hat  with  white  jeweled 
plumes,  a  white  shirt,  and  a  blue  coat  with  a  wide  green 
collar  of  a  watered  fabric,  worn  over  a  red  costume.  He 
has  yellow-gray  gloves  and  a  red  and  yellow  necklace  and 
sword.  The  two  women  partly  seen  in  the  lower  center 
wear  pale  yellow  and  red  caps  and  red,  blue,  and  yellow 
costumes;  both  have  red  and  yellow  chains.  The  wall  be- 
hind the  figures  is  in  shades  of  blue,  yellow,  red,  and  gray, 
with  dark  and  light  green  panels,  ornamented  in  red  and 
yellow  on  the  right.  On  the  left  is  a  bed  with  blue  and  green 
coverings  and  curtains,  with  red  and  yellow  tassels.  A 
glazed  window  with  an  open  shutter  with  blue  ironwork  is 
in  the  center  background;  there  is  a  bench  with  a  red 
cushion  below  it.  On  the  right  is  an  opening  revealing  a 
landscape  in  shades  of  blue  and  green.  An  elaborately 
decorated  column  in  red,  yellow,  and  gray  stands  to  the 
left,  and  there  is  an  ornamental  panel  in  blue,  green,  red, 
yellow,  and  gray  in  the  upper  left  corner. 


fig.  1.  Emperor  Maximilian  /,  by  Hans  Weiditz,  after  Albrecht  Durer. 
Woodcut.  MMA,  Harris  Brisbane  Dick  Fund  (26.64.1). 


CONDITION 

The  piece  is  a  fragment  of  what  was  probably  a  much 
larger  tapestry.  The  missing  portions  on  the  left  were  at 
one  time  filled  in  to  complete  the  rectangle;  these  addi- 
tions were  removed  in  193 2. 1  There  are  many  areas  of 
repair. 

SUBJECT 

The  subject  has  been  described  as  possibly  Margaret  of 
Austria  showing  the  portrait  of  her  betrothed,  Philibert  II, 
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fig.  2.  Margaret  of  Austria,  by  Bernaert  van  Orley.  Oil  on  wood. 
Bayerische  Staatsgemaldesammlungen,  Munich  (inv.  no. 
ii33). 

duke  of  Savoy,  to  her  father,  Emperor  Maximilian  I.2  The 
resemblance  of  the  man  on  the  left  to  portraits  of  the 
emperor  (fig.  1)  gives  some  support  to  this  interpretation. 
But  Margaret  married  Philibert  in  1501,  and  the  style  of 
the  tapestry  shows  that  it  could  not  have  been  designed  so 
early  in  the  century.  There  is  not  enough  individuality  in 
the  heads  of  the  women  in  the  center  to  enable  either  of 
them  to  be  identified,  but  the  features  of  both  are  not 
unlike  Margaret's  (fig.  2);  they  are,  however,  standard  for 
feminine  figures  in  tapestries  of  this  period.  The  young 
man  of  the  portrait  is  also  somewhat  characterless,  but  he 
can  be  compared  to  other  representations  of  Philibert.3 
However,  if  the  portrait  was  meant  to  represent  Philibert, 
the  woman  holding  the  picture  is  Margaret,  as  the  other 
has  her  hair  loose  and  so,  according  to  contemporary  cus- 
tom, must  be  unmarried;  Margaret,  though  only  twenty- 
one,  was,  at  the  time  of  this  marriage,  a  widow.  It  is  also 


possible  that  the  portrait  represents  her  first  husband, 
Don  Juan  of  Spain,  son  of  Ferdinand  and  Isabella,  whom 
she  married  in  1497;  in  this  case,  she  would  be  represented 
by  the  woman  turning  toward  Maximilian.  But  conclu- 
sions based  on  portrait  identifications  in  tapestries  are 
seldom  convincing  except  when  the  resemblances  are  very 
obvious,  and  the  subject  of  this  piece  cannot  be  conclu- 
sively determined.  It  may  conceivably  represent  a  scene 
from  a  romance,  with  the  emperor's  well-known  features 
used  for  an  important  character. 

SOURCE  OF  THE  DESIGN 

A  woodcut  of  Maximilian  I  (fig.  1),  related  to  a  Diirer 
drawing  dated  15 18,  or  Lucas  van  Leyden's  very  similar 
engraving  of  1520,  may  have  been  the  source  for  the  head 
of  the  man  on  the  left. 

MANUFACTURE  AND  DATE 

The  quality  of  the  tapestry  suggests  Brussels  as  the  place 
of  origin,  but  there  is  no  evidence  to  support  an  attribu- 
tion to  any  workshop.  The  style  and  costumes  are  con- 
sistent with  a  date  of  about  1520-25.  The  piece  may  be  a 
later  version  of  a  much  finer  example  commissioned  by 
one  of  the  persons  represented. 

RELATED  TAPESTRIES 

No  tapestry  from  the  same  set  or  series  has  been  identi- 
fied. Other  tapestries  with  small  framed  portraits  being 
presented  are  known.  The  Annunciation  panel  of  the 
Panos  de  Oro  set  in  the  Spanish  National  Collection  has 
two  such  scenes,  one  with  a  portrait  of  a  young  man,  the 
other  with  a  portrait  of  a  couple  embracing;  they  have 
been  interpreted  as  referring  to  the  marriages  in  1497  of 
Margaret  to  Juan  and  of  her  brother,  Philip  the  Fair,  to 
Juan's  sister,  Juana.4  The  Coronation  of  the  Virgin  in  the 
same  series  shows  a  young  man  presenting  a  portrait  to  a 
young  woman;  this  is  thought  to  represent  Philip  giving  a 
portrait  of  himself  to  Juana.5  One  of  a  set  of  three  very 
crude  tapestries  in  the  Philadelphia  Museum  of  Art  in- 
cludes a  woman  showing  the  portrait  of  a  young  man  to 
another  man.6  This  set  has  been  associated  with  the  mar- 
riage of  Margaret  and  Philibert,  but  the  design  and  execu- 
tion are  far  too  coarse  for  any  identification  of  the  people 
to  be  possible.  Another  Brussels  tapestry  of  the  beginning 
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of  the  sixteenth  century  in  which  a  small  portrait  of  a  man 
wearing  a  crown  is  held  by  a  young  woman  was  in  the 
Count  Oriola  sale,  Frederik  Muller,  Amsterdam,  April  1 3 , 
1932  (no.  103,  illus.),  and  was  owned  by  the  Galerie  Ost- 
ler, Munich,  in  1975. 

HISTORY 

Michael  Friedsam  collection,  New  York,  probably  before 
1924. 

Bequeathed  to  the  MM  A,  193 1. 
PUBLICATION 

Breck,  Joseph.  "Tapestries  and  Textiles."  The  Michael  Fried- 
sam Collection,  In  MMA  Bulletin  27,  no.  11,  section  2  (1932) 
p.  70.  Mentioned. 


NOTES 

1.  Information  from  a  photograph  made  in  1932  in  MMA  files. 

2.  Breck,  "Tapestries  and  Textiles,"  p.  70. 

3.  Octave  le  Maire,  "Identification  d'un  portrait  de  Philibert  de 
Savoie,"  Revue  Beige  d'Archeologie  et  d'Histoire  de  VArt  24 
(1955)  pp.  233—50;  Yvonne  Hackenbroch,  "A  Jewel  of  Philibert 
the  Fair  of  Savoy,"  Pantheon  29  (1971)  pp.  401—05;  Constance 
Lowenthal,  "Conrat  Meit's  Portraits  of  Philibert  the  Fair  of 
Savoy,"  Studien  zum  europdischer  Kunsthandwerk,  Festschrift 
Yvonne  Hackenbroch  (Munich,  1983)  pp.  123-28. 

4.  Elias  Tormo  Monzo  and  Francisco  J.  Sanchez  Canton,  Los  Tapices 
de  la  Casa  del  Rey  N.  S.  (Madrid,  19 19)  p.  10,  illus.;  Valencia  de 
Don  Juan,  Tapices  de  la  Corona  de  Espana  (Madrid,  1903)  vol.  2, 
pl.4. 

5.  Genevieve  Souchal,  "Les  Panos  de  Oro,"  Bulletin  de  la  Societe 
Nationale  des  Antiquaires  de  France^  1975,  pp.  145-57, 151-57. 

6.  Philadelphia  Museum  acc.  no.  55. 104. 1-3.  The  set  was  in  the 
Gaston  Le  Breton  sale,  Galerie  Georges  Petit,  Paris,  December  6-8, 
1 92 1,  nos.  334—36.  The  identification  of  the  subjects  was  consid- 
ered doubtful  by  Jean  Paul  Asselberghs,  Les  Tapisseries  flamandes 
aux  Etats-Unis  d'Amerique  (Brussels,  1974)  p.  5 1. 
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2  The  Twelve  Ages  of  Man 

Set  of  four  tapestries 

a  The  First  Three  Ages  (birth— 1 8)  or  Spring 
b  The  Second  Three  Ages  ( 1 8-3  6)  or  Summer 
c  The  Third  Three  Ages  (36—54)  or  Autumn 
d  The  Last  Three  Ages  (54-72)  or  Winter 

Flemish  (Brussels);  designed  about  1520-23,  woven  about 

1525-28. 
Wool  and  silk. 

Each  14  ft.  6  or  7  in.  x  23  ft.  6  in.  to  24  ft.  (4.42  or  4.45  mx  7.16  to 
7.32  m). 

16-20  warps  per  inch,  6—8  per  centimeter. 
Gift  of  The  Hearst  Foundation,  in  memory  of  William  Randolph 
Hearst,  1953  (53-"I-i-4)- 


DESCRIPTION 

Each  tapestry  illustrates  three  ages  in  the  life  of  man, 
and  consists  of  three  vertical  sections  which  make  up  a 
season  of  three  months.  In  the  center  section  of  each  hang- 
ing is  a  classical  deity,  with  two  attendants,  who  is  identi- 
fied in  a  Latin  elegiac  distich  on  a  scroll  in  the  border 
immediately  below;  these  inscriptions  connect  the  deity 
with  the  season.  A  bird  is  perched  above  each  deity.  Each 
of  the  three  vertical  sections  includes  a  roundel  at  the  top, 
surrounded  by  twenty-four  hourglasses  in  red  supports  on 
a  ground  that  is  light  above  and  dark  below,  in  varied 
proportions,  according  to  the  seasons.  Each  roundel  con- 
tains a  sign  of  the  zodiac  and  a  figure  symbolizing  a  month. 
The  roundels  are  seen  against  the  sky,  which  is  dark  blue 
at  the  top,  and  are  flanked  by  winds,  usually  with  their 
names  inscribed  on  their  bellows  or  elsewhere.  Below  the 
two  outer  roundels  on  each  tapestry,  and  on  2d,  also  be- 
low the  center  roundel,  is  a  representation  of  an  occupa- 
tion of  a  month.  Below  the  occupations  and  the  center 
roundels  are  episodes  from  classical  history  or  myth,  or 
the  Old  Testament,  or  biblical  myth,  each  illustrating  one 
of  the  twelve  ages  of  man.  The  two  outer  episodes  have 
framed  Latin  distichs,  supported  by  pedestals,  between 
them  and  the  occupation  of  the  month  above;  the  center 
episode  has  a  similar  inscription  between  it  and  the  deity 
below.  The  verses  refer  to  the  story  illustrated.  In  the  upper 
border,  on  scrolls  held  by  winged  boys,  are  three  Latin 


distichs  connecting  each  month  with  an  age  in  the  life  of 
man.  In  the  lower  border,  flanking  the  inscription  below 
the  deity,  are  two  medallions  containing  an  animal,  bird, 
or  object.  The  foregrounds  of  all  the  scenes  are  filled  with 
flowering  and  fruiting  plants. 

The  color  scheme  is  dominated  by  the  strong  blues, 
reds,  and  greens  used  for  the  robes  of  the  principal  figures. 
The  conspicuous  highlights  on  these  are  white  for  blue, 
pink  for  red,  and  yellow  for  green.  The  outlines  are  mostly 
in  dark  brown  or  blue  and,  occasionally,  red. 

The  borders  have  dark  blue  grounds  with  scrolling 
sprays  of  red  roses,  blue  or  white  grapes,  pale  blue  and  dull 
lavender  irises,  and  white  honeysuckle.  Each  upper  border 
has  eight  sitting,  kneeling,  or  sprawling  winged  boys,  the 
two  at  the  corners  holding  grapevines,  the  others,  the  in- 
scribed scrolls.  The  lower  borders  have  a  pair  of  inter- 
twined boys  at  each  corner,  who  support  the  candelabra- 
like  uprights  of  the  side  borders,  two  winged  boys  holding 
the  central  inscribed  scroll,  and  four  with  vases  or  cornu- 
copias from  which  the  sprays  of  vegetation  issue.  The  side 
borders  have  each  two  red-and-yellow- winged  half-length 
figures  amid  the  vegetation.  The  scrolls  are  red  backed 
with  blue  and  the  inscriptions  white,  except  in  the  lower 
border  where  the  scroll  is  blue  backed  with  red.  The 
guards  (partly  renewed)  are  red. 

CONDITION 

Minor  areas  of  repair  are  visible,  especially  in  silk 
passages.  For  major  repairs,  see  discussion  of  individual 
entries. 

SUBJECT 

The  inscriptions  show  that  the  subject  is  the  life  of  man 
divided  into  twelve  ages,  each  six  years  long.  These  are 
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correlated  with  the  months  of  the  year,  beginning  with 
January.  Each  tapestry  also  represents  a  season,  the  first 
showing  spring.  The  twenty-four  hourglasses  framing  the 
roundels  presumably  refer  to  the  hours  of  the  day;  the 
backgrounds  to  these  are  light  and  dark,  varying  according 
to  the  season.  The  eight  medallions  in  the  lower  borders 
do  not  seem  to  represent  a  coherent  set  of  ideas  appropri- 
ate to  the  general  subject;  they  may  refer,  each  one  singly, 
to  some  characteristics  of  the  scene  above  or  the  age  illus- 
trated. 


SOURCE  OF  THE  DESIGNS 

The  workshop  of  Bernaert  van  Orley,  or  the  artist 
known  as  Aerdt  Ortkens,  or  Adrian  or  Pieter  van  den 
Houte  have  been  suggested  as  the  source  of  the  designs.1 
The  designs  for  3  and  the  sixteenth-century  originals  for 
the  Months  of  Lucas  (see  50)  may  have  been  made  in  the 
same  shop.2 

It  is  highly  probable  that  the  editio  princeps  of  the  series 
was  made  for  an  important  person  at  the  court  of  Marga- 
ret of  Austria  at  Malines;  the  empress  in  2d  resembles  the 
regent,3  and  the  man  standing  behind  her  is  the  Saint 
Gommaire  of  a  stained-glass  window  now  in  the  Cin- 
quantenaire  museum,  Brussels  (fig.  3),  but  made  for  the 
chapel  of  the  Fencers'  Guild  in  Malines  Cathedral.  Both 
figures  may  well  be  portraits  of  one  of  the  noble  members 
of  this  small  but  influential  guild.4 

MANUFACTURE  AND  DATE 

The  attribution  to  Brussels  is  supported  by  the  quality 
of  the  weaving,  but  there  is  no  evidence  for  any  particular 
workshop.  As  there  are  no  city  marks,  the  set  was  presum- 
ably made  before  1528;  a  date  of  1520—23  for  the  design 
is  based  on  the  resemblance  to  the  Honores  set  in  Madrid, 
which  can  be  attributed  to  this  period.5 


RELATED  TAPESTRIES 

Two  sixteenth-century  tapestries  in  the  Musee  des 
Beaux-Arts,  Dijon,  show  various  elements  of  June,  Au- 
gust^ September January November,  and  October,  much 
altered;  the  inscriptions  are  in  French.6 

A  set  of  twelve  tapestries  from  the  second  half  of  the 
sixteenth  century  in  the  Seo  and  the  Museo  del  Cabildo 


Metropolitano,  Saragossa,  have  the  same  or  very  similar 
stories  connected  with  the  same  months;  each  has  a  Latin 
distich,  generally  the  same  as  the  central  inscription  for  the 
same  month  in  2.  The  borders  are  later  in  style.  They  were 
the  gift  of  Don  Andres  do  Santo,  archbishop  from  1 578  to 
1587.7 

For  isolated  pieces  from  other  sets,  see  discussion  of 
each  tapestry. 

HISTORY 

Acquired  by  French  &  Co.,  New  York,  from  Raimondo  Ruiz, 

when  they  were  cleaned  and  repaired. 
William  Randolph  Hearst  collection;  acquired  from  French  & 

Co.,  1930. 

Offered  for  sale  by  Saks  Fifth  Avenue,  1941. 
Given  to  the  MMA  by  the  Hearst  Foundation  in  memory  of 
William  Randolph  Hearst,  1953. 


PUBLICATIONS 

Art  Objects  and  Furnishings  from  the  William  Randolph 
Hearst  Collection.  Sale  catalogue.  Saks  Fifth  Avenue  in  co- 
operation with  Gimbel  Brothers,  under  the  direction  of  Ham- 
mer Galleries,  New  York,  i94i,p.  277,  nos.  1141-3— 1141- 
6.  Called  Brussels,  1505,  symbolic  of  the  Months. 

Standen,  Edith  A.  "The  Twelve  Ages  of  Man."  MMA  Bulletin, 
n.s.  12  (1953—54)  PP-  241— 48,  all  four  illus.  Described, 
deities  and  stories  identified,  Jan  van  Roome  suggested  as 
designer,  dated  about  1520. 

MMA  Annual  Report  1953.  In  MMA  Bulletin,  n.s.  13  (1954- 
55)  p.  24.  Mentioned. 

Comstock,  Helen.  "Tapestries  from  the  Hearst  Collection  in 
American  Museums."  Connoisseur  Year  Book,  1956,  pp.  43, 
46,  figs.  5-8. 

Standen,  Edith  A.  "The  Twelve  Ages  of  Man:  A  Further  Study 
of  a  Set  of  Early  Sixteenth-Century  Flemish  Tapestries." 
MMA  Journal  2  (1969)  pp.  127—68,  illus.  All  inscriptions 
transcribed  and  translated,  other  versions  listed,  Jerome  van 
Busleyden  suggested  as  author  of  iconographical  scheme; 
connection  with  Margaret  of  Austria's  court  at  Malines  pro- 
posed. 

Standen,  Edith  A.  "Drawings  for  the  'Months  of  Lucas'  Tapestry 

Series."  Master  Drawings  9  (1971)  pp.  5,  6.  Mentioned. 
Standen,  Edith  A.  "Tapisseries  Renaissance,  Manieristes  et 

baroques:  nouveaux  developpements."  Revue  de  VArt,  no. 

22  (1973)  p.  92,  fig.  3.  Head  of  man  in  October  compared  to 

stained-glass  panel  from  Malines. 
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Souchal,  Genevieve.  "The  Triumph  of  the  Seven  Virtues:  Re- 
construction of  a  Brussels  Series."  In  Acts  of  the  Tapestry 
Symposium,  November  1976.  San  Francisco,  1979,  pp.  116, 
117, 125, 132, 141, 143, 148, 149.  Dated  about  1520;  kneel- 
ing woman  in  October  identified  as  Placilla,  wife  of  the 
emperor  Theodosius  I;  standing  warrior  in  June  identified  as 
Lucius  Sicinius  Dentatus. 

Delmarcel,  Guy.  "The  Triumph  of  the  Seven  Virtues  and  Re- 
lated Brussels  Tapestries  of  the  Early  Renaissance."  In  Acts  of 
the  Tapestry  Symposium,  November  1976.  San  Francisco, 
1979,  pp.  158,  160,  165,  167,  168.  Placilla  identified  as  a 
portrait  of  Margaret  of  Austria;  set  dated  1525-28. 

Standen,  Edith  A.  "Studies  in  the  History  of  Tapestry  1520— 
1790:  III.  Renaissance  and  Mannerism."  Apollo  114  (198 1) 
pp.  20-23,  figs.  i-7. 

Forti  Grazzini,  Nelio.  Git  Arazzi  dei  Mesi  Trivulzio,  il  com- 
mittente,  Viconografia.  Milan,  1982,  pp.  38-40.  Mentioned 
as  example  of  representing  May  as  a  king. 


2a  The  First  Three  Ages  of  Man 
or  Spring 

DESCRIPTION 

Left  section,  The  First  Age  (birth— 6)  or  January:  The 
roundel  shows,  at  the  top,  a  half-figure  of  a  nude  man 
pouring  water  from  two  blue  jugs  (Aquarius);  below,  a 
two-faced  man  (Janus)  in  a  lavender  and  red  cap  and  a  red 
dress  with  a  blue  cape  sits  at  a  table  in  a  blue  and  white 
landscape.  In  his  right  hand  he  holds  two  blue  keys  and  a 
red-yellow  serpent  with  its  tail  in  its  mouth  (a  symbol  of 
Eternity),  and  with  his  left  raises  a  red-yellow  goblet  to  his 
lips. 

On  the  left,  a  flying  figure  in  blue  with  a  red  hood  works 
a  pale  yellow  bellows  inscribed  "Trasecas"  (for  Thrascias, 
NNW  wind).  Another  in  red  and  blue  is  on  the  right;  his 
bellows  is  inscribed  "Aquilo"  (NE  wind). 

Below  the  roundel  and  winds  is  a  bleak  landscape  with 
pale  gray  buildings  and  a  bare  brown  tree.  Rain  is  falling 
and  water  pours  from  a  red-yellow  spout.  In  the  center,  a 
running  man  in  blue,  green,  and  red,  with  a  large  yellow 
pouch,  holds  a  huge  red  cloth  over  his  head. 

The  lower  half  of  the  section  illustrates  the  Test  of 
Moses.  In  the  center,  the  youthful  Moses  in  gray  shirt, 
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red-yellow  jacket,  blue  skirt  and  cloak,  with  dull  red  and 
yellow  leg  coverings,  and  a  red  and  yellow  purse,  holds  his 
blue  hat  in  his  right  hand  and  places  his  left  on  the 
smoking  coals;  these  rest  on  a  short  blue  and  gray  pillar 
with  a  red-yellow  grapevine  twisted  around  it.  He  ignores 
the  blue  and  yellow  dish  of  gold  and  jewels  on  a  small  pale 
brown  table  in  the  foreground.  Pharaoh's  yellow  and  blue 
crown,  with  two  finials  missing,  lies  on  the  ground  beside 
the  table.  On  the  left  is  a  bearded  man  in  red,  with  pale 
blue  sleeves,  red  and  green  turban,  and  yellow  collar, 
sitting  in  an  elaborate  dull  yellow  chair;  two  men  and  a 
woman  in  reds,  blues,  and  yellows  stand  behind  it.  On  the 
right  is  Pharaoh,  richly  dressed  in  blue,  ornamented  in  red 
and  yellow,  with  a  white  scarf  round  his  blue  hat,  and  a 
red-hilted  sword.  He  leans  forward  on  his  throne  which 
has  a  pointed  yellow  and  pink  baldachino  and  draped  red 
curtains ;  the  pale  pink  cloth  of  state  has  a  pale  "blue  pome- 
granate" pattern,  with  interspersed  birds  in  pale  yellow, 
and  a  yellow  and  brown  border  with  dark  brown  two- 
headed  eagles.  Behind  Pharaoh  is  a  woman,  presumably 
his  daughter,  in  red  with  a  white  turban.  The  head  of  a 
man  in  blue  with  a  red  and  pale  brown  turban  is  seen 
behind  her. 

The  medallion  in  the  lower  border  shows  a  pale  gray 
ram. 

Inscriptions  are,  in  the  upper  border: 

Ut  riget  informis  sub  Aquari  sydere  tellus, 
Sic  primis  annis  mente  stupescit  homo. 

(As  the  ugly  earth  freezes  under  the  constellation  of  the 
Water-bearer,  so  man  is  benumbed  in  mind  in  his  first 
years.) 

In  the  center: 

Disciderat  Moses  rap  tarn  de  fronte  coronam. 
Sed  pueru  insontem  prunula  morsa  docet. 

(Moses  had  broken  the  crown  stolen  from  [Pharaoh's] 
brow,  but  the  bite  of  a  burning  coal  shows  the  boy  inno- 
cent.) 

Center  section,  upper  part,  The  Second  Age  (6—12)  or 
February:  The  roundel  has  two  blue  and  white  fishes 
(Pisces)  and  a  seated  man  in  red  and  blue,  warming  his 
hands  at  a  gray  fireplace.  On  the  right  is  a  bed  with  blue 
curtains. 

Flying  half-length  figures  with  bellows  are  seen  to  left 
and  right.  The  one  on  the  left  is  in  red,  the  one  on  the  right, 
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in  blue  and  orange,  with  "Notus"  (S  wind)  inscribed 
above,  against  a  dark  blue  sky.  Below,  rain  or  snow  falls. 

Immediately  beneath  the  roundel  is  illustrated  the  story 
of  Papirius.  He  kneels  in  the  center;  he  holds  a  red  cap  and 
is  dressed  in  blue,  with  a  pale  brown  speckled  cape  and  red 
and  yellow  belt  and  purse.  Four  elderly  senators  in  green, 
blue,  and  red  stand  on  the  right  in  front  of  a  pink  and  gray 
tower  with  a  medallion  containing  a  helmeted  red-yellow 
head.  Four  women  in  blue  and  green,  the  kneeling  one 
presumably  Papirius's  mother,  are  seen  on  the  left.  A 
courtyard  with  a  checkered  red  and  gray  pavement,  a 
round-arched  blue  and  gray  portico,  and  other  buildings 
form  the  background. 


Center  section,  lower  part,  Spring:  Venus  sits  holding  a 
gray  and  red-yellow  bow  in  her  left  hand  and  places  her 
right  on  a  large  red,  pink,  and  yellow  quiver  at  her  side. 
She  wears  a  red  hat,  a  green  robe,  necklace,  chain,  and  a 
red  and  blue  jeweled  belt.  Cupid,  in  an  orange  cloak,  with 
red  and  blue  leg  coverings,  brown,  red,  and  blue  wings, 
and  carrying  a  small  blue  and  red  quiver  hanging  from  a 
cord,  clambers  onto  her  shoulder.  A  young  woman  in 
blue,  with  a  red  and  yellow  cap,  on  the  right,  holds  a 
bough  with  green  and  yellow  leaves.  A  bird  perches  on  the 
right  side  of  the  framed  inscription.  The  background  con- 
sists of  a  trellis  with  green  and  yellow  foliage  and  an  elab- 
orate brown  and  yellow  support  for  the  inscription. 
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Inscriptions  are,  in  the  upper  border: 

At  gemini  sensim  dissolunt  [for  dissolvunt]  pascua  Pisces, 
Annus  ut  obtusum  septimus  ingenium. 

(But  the  twin  Fishes  gradually  thaw  out  the  meadows,  as 
does  the  seventh  year  the  dull  mind.) 

In  the  center: 

Du  tractata  cupit  mater  rescire  senatus. 
A  Pretextato  luditur  ilia  suo. 

(When  the  mother  wishes  to  know  what  has  been  discussed 
in  the  Senate,  her  boy,  in  his  youthful  toga  praetextata, 
mocks  her.) 

In  the  lower  border: 

Subdita  lascive  Veneri  si  tempera  nescis, 
In  placido  regnat  Candida  vere  Cypris. 

(If  thou  knowest  not  the  season  ruled  by  wanton  Venus, 
the  radiant  Cyprian  reigns  in  tranquil  Spring.) 

Right  section,  The  Third  Age  (12-18)  or  March:  The 
roundel  has  a  pale  brown  bull  (Taurus,  in  error  for  a  ram, 
Aries)  and  a  man  in  red  and  blue,  with  a  knife  between  his 
teeth,  working  in  a  vineyard.  On  the  right,  a  flying  figure  in 
red  holds  a  bellows  with  "Circius"  (WNW  wind)  above  it. 

A  landscape  is  seen  below.  On  the  left  is  a  large  brown 
leafless  tree,  with  some  of  its  branches  lopped.  A  man  in 
red,  blue,  and  brown  holds  a  pruning  hook  in  his  left  hand 
and  climbs  a  pale  brown  ladder  leaning  against  the  tree. 
On  the  stump  of  a  cut  branch  below  hangs  a  brown  water 
bottle.  In  the  center,  a  man  in  a  red  hat,  green  and  yellow 
jacket,  white  apron,  and  red,  torn  leg  coverings  is  digging 
with  a  long-handled  spade,  and,  to  the  right,  another  in 
red  and  blue  swings  a  brown  mallet  in  a  left-handed  action 
to  drive  in  the  stakes  of  a  pale  brown  wattle  fence.  There 
are  buildings  in  the  distance. 

The  lower  part  of  the  section  illustrates  the  story  of 
Alexander  and  the  Persian  envoys.  Alexander  stands  on 
the  left.  He  is  gorgeously  dressed  in  a  blue  and  red  velvet 
robe  and  over  it  a  speckled  brown  sleeveless  coat  orna- 
mented with  pink  bows.  He  has  a  red  and  yellow  pouch 
with  two  tassels  attached  to  his  belt  and  a  long-eared 
dagger  in  a  red  and  yellow  scabbard.  The  four  Persian 
envoys  kneel  before  him,  the  two  in  front  holding  their 
fancifully  decorated  red,  blue,  and  yellow  hats  in  their 
hands.  The  foremost  wears  a  dark  green  robe  with  red 
sleeves  and  has  a  large  sword  in  a  pale  gray  and  red  scab- 
bard hanging  from  an  elaborate  baldric  slung  across  his 


shoulder.  The  two  men  behind  have  red  and  yellow  cos- 
tumes; the  one  on  the  right  has  pale  brown  boots.  He 
holds  his  brown  and  yellow  hat  and  wears  a  red  and  yel- 
low hunting  trousse  slung  on  a  chain.  To  the  right  of 
Alexander,  a  bearded  man  (possibly  Aristotle)  wears  a 
blue  turban,  a  red  robe  with  a  wide  pale  brown  collar,  and 
a  dull  purple  undergarment,  with  a  blue  belt  and  pouch. 
On  the  hem  of  his  robe  are  the  letters  aosm  in  yellow.  The 
head  of  a  man  in  a  pale  blue  turban,  as  well  as  a  boy  with  a 
red  cap  and  a  girl  in  a  green  dress,  are  seen  on  the  right 
(repetitions  of  two  figures  in  the  Moses  scene).  Alexander 
stands  under  a  red  and  yellow  baldachino  with  a  red 
"pomegranate"  pattern,  seen  behind  a  looped-up  red  cur- 
tain. Behind  the  envoys  are  a  man  and  a  girl  in  dark  green 
and  red;  the  head  of  an  older  man  is  seen  between  them. 
The  background  has  trees  and  shrubs  with  dark  green 
leaves  and  orange-red  fruit. 

The  medallion  in  the  lower  border  shows  a  blue  and 
brown  peacock. 

Inscriptions  are,  in  the  upper  border: 

Luxuriosa  putat  foecundi  germina  veris 
Martius,  ut  pueri  Pedia  stulticiam. 

(March  prunes  the  rank  sprouts  of  fecund  Spring,  as  Edu- 
cation does  the  foolishness  of  a  boy.) 

In  the  center: 

Reddit  Alexader  resposu  a  perside  missis 
Tarn  docte,  ut  pueri  verba  stupeda  foret. 

(Alexander  replied  so  skillfully  to  the  Persian  envoys  that 
they  were  astounded  by  the  words  of  the  boy.) 

CONDITION 

A  photograph  taken  while  the  tapestry  was  owned  by 
French  &  Co.  shows  the  lower  two-thirds  of  the  January 
section  missing,  the  upper  line  cutting  through  the  man  in 
the  rain  and  the  right  side  through  Pharaoh's  left  hand. 

SUBJECT 

The  first  eighteen  years  of  life  are  equated  with  the 
months  January,  February,  and  March,  and  also  with  the 
season  of  spring,  presided  over  by  Venus. 

January:  Janus  with  his  attributes  is  a  normal  symbol 
for  January  and  Aquilo  is  a  winter  wind,  but  a  man  running 
through  a  rainstorm  is  an  unusual  "occupation"  for  the 
month;  a  similar  figure  holding  a  cloth  over  his  head  to 
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protect  himself  does,  however,  appear  in  the  right  back- 
ground of  the  January  panel  in  the  Medallion  Months 
series  (see  3). 

The  Test  of  Moses  is  used  here  to  illustrate  the  lack  of 
intelligence  in  children  under  seven.  The  child  Moses, 
having  taken  Pharaoh's  crown,  threw  it  on  the  floor  and 
broke  it.  To  find  out  whether  his  act  was  one  of  malice  or 
of  mere  playfulness,  Moses  was  offered  two  bowls,  one 
containing  jewels,  the  other  burning  coals;  he  took  a  coal, 
demonstrating  his  babyish  irresponsibility,  and  was  par- 
doned. 

The  meaning  of  the  ram  in  the  medallion  is  unknown,  as 
it  is  unlikely  to  be  here  a  symbol  of  Spring. 

February:  The  man  warming  his  hands  at  a  fire  is  a  usual 


symbol  for  February.  The  story  of  Papirius,  which  here 
illustrates  the  growth  of  intelligence  between  six  and 
twelve,  is  classical.  Papirius,  while  still  young  enough  to  be 
wearing  the  purple-bordered  toga  of  a  youth,  went  with 
his  father  to  hear  an  important  debate  in  the  Senate.  Later, 
his  mother  asked  him  what  had  been  discussed,  which,  of 
course,  was  not  something  he  could  reveal  to  a  woman. 
Accordingly  he  told  her  that  the  matter  under  considera- 
tion had  been  whether  it  would  be  better  for  the  state  to 
allow  two  wives  to  one  husband  or  two  husbands  to  one 
wife.  The  excited  mother  gathered  her  friends  and  went 
with  them  to  the  Senate  to  beg  that  they  might  have  two 
husbands  apiece  rather  than  share  their  husbands  with 
others.  The  senators  were  dumbfounded  by  this  request 
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until  Papirius  explained  what  he  had  done.  He  was  then 
greatly  praised  for  his  loyalty  and  ingenuity.  The  moment 
of  explanation  is  seen  on  the  tapestry. 

March:  Pruning,  digging,  and  tending  grapevines  are 
normal  occupations  of  March,  but  the  fencemaker  has  not 
been  found  elsewhere. 

The  story  of  Alexander's  intelligent  conversation  with 
the  Persian  envoys,  which  has  been  chosen  to  illustrate  the 
advantages  of  education  to  a  youth  between  twelve  and 
eighteen,  is  taken  from  Plutarch's  Lives.  Alexander, 
though  still  a  boy,  won  their  admiration  by  asking  sensible 
questions.8 

The  peacock  in  the  medallion  may  indicate  the  splendor 
of  Alexander  in  his  promising  youth. 


RELATED  TAPESTRIES 

A  fragment  showing  only  Alexander  and  the  Persian 
envoys  was  in  the  Bourgeois  Freres  sale,  Cologne,  Octo- 
ber 19-27,  1904  (no.  1374,  illus.),  and  the  Rosenfeld- 
Goldschmidt  sale,  Frederik  Muller,  Amsterdam,  May  9- 
12,  19 16  (no.  15,  illus.).  This  has  no  canopy  above  Alex- 
ander and  no  structure  between  him  and  "Aristotle,"  so 
that  more  letters  are  visible  on  the  hem  of  the  latter's  robe; 
the  inscription  seems  to  be  iao  /  OEM. 

The  March  section  combined  with  part  of  the  April 
section  in  the  Summer  panel  (2c)  appears  in  a  tapestry  in 
the  Musee  des  Arts  Decoratifs,  Paris.9  The  composition 
has  been  much  altered;  the  roundel  is  differently  placed, 
the  wind  Circius  (not  named)  is  in  the  March  section,  there 
is  no  canopy,  Alexander  wears  a  short  tunic  and  square- 
toed  shoes,  and  there  are  other  differences.  "Aristotle's" 
hem  is  completely  visible,  and  the  inscription  runs  across 
the  whole  width  but  is  illegible.  The  bull  of  April  again 
appears  in  the  roundel  instead  of  the  ram  of  March. 

The  Test  of  Moses  was  used  as  the  basis  for  the  design  of 
a  portion  of  the  Tournai  tapestry  in  Dijon  that  shows 
Joseph  interpreting  Pharaoh's  dreams. 

Single  tapestries  with  the  zodiac  signs  for  January,  Feb- 
ruary, and  March,  with  the  stories  for  the  months,  are  in 
Saragossa.  The  inscriptions  are  the  same  as  on  2a,  but  the 
compositions  were  more  or  less  altered.  The  Test  of  Moses 
has  Pharaoh  in  a  similar  pose  seated  on  the  right,  but  the 
other  figures  are  different;  the  background  shows  horse- 
drawn  sleds  on  a  frozen  river.  The  story  of  Papirius  shows 
the  boy  standing  in  the  center,  with  the  senators  on  the 


right  and  a  group  of  agitated  women  on  the  left;  the  back- 
ground is  a  skating  scene.  For  March,  Alexander  and  the 
envoys  are  seen  in  similar  poses,  and  the  laborers  in  the 
background  are  trimming  vines,  digging,  and  driving  in 
fence  poles. 

2b  The  Second  Three  Ages  of  Man 
or  Summer 

DESCRIPTION 

Left  section,  The  Fourth  Age  (18-24)  or  April:  The 
roundel  shows  a  pale  brown  bull  (Taurus)  and  a  half- 
length  of  a  man  in  blue  and  red,  with  a  pale  brown  fur 
cape,  holding  two  daffodils.  On  the  left,  a  flying  figure  in 
pale  red  holds  a  pale  yellow  bellows  inscribed  "Subso- 
lans"  (Subsolanus,  E  wind);  on  the  right,  another  in  dark 
green  holds  a  similar  bellows  inscribed  "Zephyrus"  (W 
wind)  in  his  right  hand  and  lets  a  flowering  branch  fall 
from  his  left. 

Below  the  roundel  is  a  garden,  surrounded  by  a  green 
hedge  with  pink  flowers;  there  are  pale  brown  and  blue 
buildings  in  the  background.  On  the  left  are  a  standing 
man  in  red  and  blue,  with  a  pale  brown  fur  cape,  and  a 
kneeling  woman  in  blue,  with  a  pink  sash;  she  holds  a 
plant  and  a  small  tool.  Facing  them  across  the  pale  brown 
and  gray  flower  bed  are  a  crouching  woman  in  green, 
sprinkling  water  from  a  yellow  and  red  bowl  in  her  left 
hand,  and  a  standing  woman  behind  her,  in  a  simple  red 
dress,  holding  a  pale  brown  flask  and  a  long  rake. 

The  lower  half  represents  the  Choice  of  Hercules.  He 
reclines  in  the  center,  wearing  elaborately  decorated  blue, 
green,  yellow,  and  orange  armor,  with  a  winged  head  on 
the  breastplate  and  an  alVantica  skirt  of  long  ornamented 
strips;  another  winged  head  is  seen  on  the  lower  part  of  his 
red,  yellow,  and  blue  kneecap.  His  leg  coverings  are 
brown  and  he  rests  on  a  dark  blue  cloak.  On  the  left,  in 
fantastic  armor,  is  Minerva,  who  directs  a  long,  blunt  pale 
brown  spear  at  Hercules's  chest.  A  round  blue,  yellow, 
and  dull  red  buckler  covers  her  left  shoulder  and  arm.  The 
Medusa  head,  with  two  serpents  among  its  locks,  is  on  the 
lorica,  over  the  abdomen;  half  a  monstrous  red  head  cov- 
ers her  knee.  Her  long  skirt  is  dark  green.  Behind  her,  a 
bearded  man  in  red  and  green  holds  a  knotted  red  rope  in 
one  hand  and  raises  a  scourge  of  long  brown  twigs  as  if 
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about  to  strike  a  crouching  pale  brown  nude  satyr  on 
whom  he  places  his  bare  left  foot.  On  the  other  side  of 
Hercules  stands  Venus  in  a  loose  yellow  and  green  robe. 
She  holds  a  red  circlet  and  a  rose  branch  over  Hercules's 
head  and  supports  a  red  and  yellow  bow  with  her  other 
hand.  A  red  and  yellow  quiver  hangs  from  a  chain  at  her 
side.  The  head  of  a  girl  in  orange-red,  wearing  a  wreath,  is 
seen  behind  her. 

The  border  medallion  has  a  pale  brown  and  gray  snail. 

The  inscriptions  are,  in  the  upper  border: 

Jam  Taurus  letos  ostetat  in  arbore  flores. 
Sic  spes  virtutu  prima  iuventa  notat. 

(Now  the  Bull  displays  abundant  flowers  on  the  tree,  so 
early  youth  shows  hopes  of  virtue.) 

In  the  center: 

Alcides  statuit  prime  sub  flore  Juvente 
Dure  virtutis  inclyta  signa  sequi. 

(Alcides  in  the  flower  of  his  early  youth  decided  to  follow 
the  glorious  standards  of  hard  virtue.)10 

Center  section,  upper  part,  The  Fifth  Age  (24-30)  or 
May:  The  roundel  has  two  nude  figures  (Gemini)  and  a 
crowned  king  in  blue,  holding  a  scepter  and  a  flowering 
branch.  The  unnamed  wind  on  the  left  wears  a  red  robe 
and  green  wreath  and  holds  a  pale  brown  fan  and  a 
branch;  the  other,  a  female  figure  in  green,  has  a  brown 
and  white  fan  and  extends  her  branch  toward  the  scene 
below. 

Under  the  roundel,  Cupid,  blindfold  and  nude  except 
for  a  flying  pale  red  cloak  and  a  red  quiver,  holds  his  bow 
as  if  he  had  just  shot  an  arrow  at  a  couple,  identified  in  the 
inscription  as  Venus  and  Adonis,  embracing  under  a  green 
and  yellow  tree.  The  man  wears  a  yellow  shirt  and  red 
tights  with  blue  bands;  the  woman  has  a  yellow  and  green 
dress.  A  yellow  and  red  bow  and  quiver  are  hung  on  the 
tree  and  the  pale  gray  head  of  a  beast,  perhaps  a  lion,  is 
seen  on  the  other  side  of  the  brown  tree  trunks.  On  the  left 
is  another  couple,  the  man  in  red  playing  a  recorder,  the 
woman  in  blue  holding  a  sheet  of  music. 

A  green  and  yellow  parrot  with  a  red  beak  is  perched  on 
the  finial  of  the  central  support  that  holds  the  inscription. 

Center  section,  lower  part,  Summer:  An  ornate  red, 
yellow,  brown,  and  blue  throne,  with  small  winged  boys 
holding  blank  shields  on  the  uprights,  provides  a  seat  for 
Ceres  in  the  lower  half  of  the  composition.  She  wears  a 


white  headdress  like  a  turban,  with  a  white  veil  falling 
over  her  neck  and  shoulders,  a  green  and  yellow  dress  and 
a  red  cloak,  powdered  with  lavender  and  white  pansies, 
white  daisies,  and  small  white  flowers,  possibly  forget-me- 
nots,  and  with  a  border  trimmed  with  clusters  of  pearls. 
She  holds  a  red,  dark  blue,  and  yellow  cornucopia  in  each 
hand.  On  the  left,  a  man  in  dark  blue  with  a  red  hat  leans 
on  the  side  of  the  throne  and,  on  the  right,  a  girl  in  dark 
blue  with  a  red  and  yellow  cap  does  the  same.  The  back- 
ground is  made  up  of  green  and  yellow  foliage  with  scat- 
tered red  and  yellow  fruit. 

The  inscriptions  are,  in  the  upper  border: 

Sub  Geminis  fructus  arbos  producit  amoenos 
Gignende  soboli  plenoir  ilia  vacat. 

(Under  the  Twins  the  tree  produces  pleasant  fruit,  riper 
youth  has  leisure  to  beget  offspring.) 

In  the  center: 

Aurea  dilectum  Ven'  [Venus]  amplexatur  Adoni. 
Aspirat  coeptis  flora,  Cupido  favet. 

(Golden  Venus  embraces  the  beloved  Adonis,  Flora  assists 
the  undertaking,  Cupid  is  favorable.) 

In  the  lower  border: 

Alma  Ceres  pleno  profundens  omnia  cornu 
Estive  imperiu  fertilitatis  habet. 

(Fostering  Ceres,  pouring  out  all  things  from  her  full  horn, 
holds  dominion  over  summer  fertility.) 

Right  section,  The  Sixth  Age  (30—36)  or  June:  The 
roundel  contains  a  pale  brown  crustacean  (Cancer)  and  a 
seated  woman  in  red  holding  a  white  lamb  on  her  lap  and 
a  pair  of  shears.  A  male  figure  in  red  on  the  left  holds  a  dull 
yellow  bellows  inscribed  "Flora,"  and  a  full-length,  run- 
ning man  on  the  right,  in  red  and  dull  yellow  with  green 
leggings,  raises  a  pale  red  one  inscribed  "Eurus"  (SE 
wind). 

In  the  landscape  below,  on  the  left,  a  woman  in  a  blue 
dress  with  red  sleeves  and  hat  sits  holding  a  white  sheep  on 
her  lap  and  a  blue  pair  of  shears.  Four  sheep  are  in  the 
center,  and  on  the  right,  a  seated  man  in  red  shears  a  white 
and  pale  brown  sheep.  A  castle  on  a  lake  appears  in  the 
distance. 

The  warrior  in  the  lower  half  of  the  right  section  is 
identified  in  the  inscription  as  "Curius."  He  wears  fantas- 
tic blue,  green,  red,  and  yellow  classical  armor  and  stands 
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in  the  center,  supporting  a  bundle  of  striped  red,  yellow, 
blue,  and  brown  lances,  most  of  them  broken.  He  has  a 
winged  blue  and  red  helmet  with  a  dragon  on  the  top  and 
many  red  and  yellow  chains;  his  body  armor  has  a  two- 
tailed  mermaid  on  the  abdomen.  On  the  left,  a  kneeling 
woman  in  a  blue  dress,  with  a  white  cap  and  sleeves, 
proffers  red  and  yellow  chaplets  in  both  hands,  a  man 
behind  her  in  purple-brown  holds  a  long  jeweled  belt  or 
chain,  and  a  standing  woman  in  blue,  with  red  sleeve 
linings,  holds  a  long  brown  pole  on  which  red  and  yellow 
crowns  are  threaded  like  beads  on  a  needle.  The  head  and 
shoulders  of  a  man  in  red  and  pale  brown  are  seen  behind 
the  group.  On  the  right,  a  bald  man  in  dark  green  with  a 
large  red  and  pink  pouch  at  his  side  kneels  holding  three 
red  and  yellow  crowns  on  a  short,  scepter-like  stick.  The 
head  and  shoulders  of  a  girl  in  red  and  of  a  man  in  a  brown 


cap  appear  behind  him,  and  a  standing  young  woman  in 
blue,  with  a  white  head  scarf,  holds  a  long  pole  with  a 
knob  and  wings  at  its  top  and  crowns  threaded  along  its 
length. 

Behind  Curius  is  an  elaborate  pale  blue  structure,  with  a 
red  and  yellow  panel  set  in  the  front.  Dark  green  and 
yellow  trees  with  acorns  and  red  and  yellow  fruit  form  the 
background. 
The  medallion  has  a  pale  brown  lion. 
The  inscriptions  are,  in  the  upper  border: 
Ut  sata  maturat  ferventi  Carcinus  igne, 
Molie[t]ur  Juvenis  gesta  superba  ferox. 

(As  the  Crab  ripens  the  crops  with  burning  heat,  the  wild 
youth  will  undertake  proud  deeds.  [The  connection  be- 
tween the  two  lines  is  probably  a  pun  on  ferventi  and 
ferox.]) 


In  the  center: 

Quavis  Tnumeras  Curius  devicerat  Urbes 
Munera  despexit.  gloria  sola  satis. 

(Although  Curius  had  conquered  innumerable  cities,  he 
disdained  gifts.  Glory  alone  was  enough.) 

SUBJECT 

The  years  from  eighteen  to  thirty-six  are  equated  with 
the  months  April,  May,  and  June,  and  with  the  season  of 
summer.  Ceres  is  the  usual  deity  of  this  season,  but  the 
pansies  and  daisies  of  her  dress  are  not  her  proper  flowers; 
they  may  here  refer  to  Margaret  of  Austria,  regent  of  the 
Netherlands  from  1507  to  1530.  She  owned  a  green  par- 
rot, who  may  be  commemorated  in  the  bird  shown  here. 11 

April:  A  man  carrying  flowers  is  a  common  symbol  for 
the  month  and  gardening  a  normal  occupation.  Zephyr  is 
a  spring  wind. 

According  to  the  classical  story,  Hercules  was  called  on 
to  choose  between  Virtue,  embodied  in  Minerva,  and 
Luxury,  or  Venus.  The  satyr,  representing  Vice,  is  con- 
quered by  Discipline,  indicating  what  Hercules 's  choice 
will  be.  Minerva's  spear  stands  for  the  force  of  wisdom, 
"Sapientiae  vis."12 

The  snail  in  the  border  medallion  may  refer  to  Her- 
cules's  sluggish  state. 

May:  A  man  with  a  leafy  branch  is  a  usual  symbol  for 
May,  though  he  is  not  ordinarily  shown  as  a  king.  The 
winds  have  fans  instead  of  bellows  to  imply  that  they  are 
gentle.  The  female  one  on  the  right  is  presumably  Flora, 
wife  of  Zephyr,  indicating  her  favor  to  Venus  and  Adonis 
below  by  extending  her  flowering  branch  toward  them, 
though  her  name  has  been  given  to  the  masculine  wind  in 
the  next  section.  Making  music  and  love  are  usual  occupa- 
tions of  the  month;  the  amorous  couple  are  identified  as 
Venus  and  Adonis  by  the  inscription,  and  the  beast  in  the 
background  may  stand  for  the  boar  that  killed  him. 

June:  The  masculine  wind  with  a  bellows  marked 
"Flora"  has  been  confused  with  the  female  wind  of  May. 
Sheepshearing  is  a  normal  occupation  of  the  month. 

"Curius"  has  been  identified  as  Marcus  Curius  Den- 
tatus, who  refused  the  bribes  of  the  Samnite  ambassa- 
dors;13 the  inscription  certainly  seems  to  apply  to  this 
hero.  But  Marcus  Curius  is  described  by  classical  authors 
as  being  approached  by  the  Samnites  while  he  was  cook- 
ing turnips  on  his  hearth;  the  presence  of  women  among 


the  envoys  also  suggests  that  the  warrior  is  not  Marcus 
Curius.  It  is  more  probable  that  he  is  Lucius  Sicinius 
Dentatus,  who  according  to  Pliny  "had  bestowed  upon 
him  18  spear-shafts,  25  breast-badges,  83  necklets,  160 
bracelets,  26  crowns  (including  14  civic  crowns,  eight  of 
gold,  three  mural  crowns,  one  siege-rescue  crown),  a  bag 
of  money,  ten  prisoners  of  war  and  with  them  20  cows."14 
A  Roman  warrior  carrying  several  spears  and  with  crowns 
looped  over  his  arm  appears  in  the  Triumph  of  Fortitude 
tapestries  in  the  Fine  Arts  Museums  of  San  Francisco;  the 
Chateau  deChenonceaux;  the  Museo  de  Santa  Cruz,  To- 
ledo, Spain;  and  the  Walker  Art  Gallery,  Liverpool.15  The 
lion  medallion  may  refer  to  his  courage,  the  virtue  for 
which  Pliny  cites  him. 


RELATED  TAPESTRIES 

The  left  half  of  the  Choice  of  Hercules  is  seen  joined  to 
the  Alexander  episode  of  March  (2b)  in  the  tapestry  in  the 
Musee  des  Arts  Decoratifs,  Paris.  Above  Minerva  and  the 
man  with  the  scourge  are  two  women  from  the  gardening 
scene,  but  above  them  are  men  working  in  the  fields,  or 
watching,  who  are  not  related  to  any  figures  in  2. 

A  version  of  the  "Curius"  scene  was  used  to  make  a 
single,  horizontal  tapestry  in  the  Milwaukee  Art  Insti- 
tute.16 The  sign  of  the  zodiac  is  seen  in  the  upper  border 
and  sheepshearing  in  the  landscape  background  to  the 
main  group;  the  inscription,  in  Roman  capitals,  is  in  the 
lower  border.  The  tapestry  has  the  Brussels  mark. 

A  fragment  of  a  much  altered  version,  showing  the  May 
and  June  roundels  and  inscriptions,  the  Venus  and  Adonis 
and  sheepshearing  scenes,  and  the  upper  half  of  the 
"Curius"  episode,  with  a  group  of  standing  figures  replac- 
ing Ceres,  was  sold  at  the  Hotel  Drouot,  June  15,  1957 
(no.  49,  illus.),  and  at  the  Palais  Galliera,  December  9, 
1967  (no.  141,  illus.). 

The  Saragossa  tapestry  for  April  has  a  very  similar 
group  of  Minerva,  the  satyr,  Hercules,  and  Venus  on  the 
left,  with  additional  figures  on  the  right,  and  a  gardening 
scene  in  the  background. 

The  Saragossa  tapestry  for  May  has  the  inscription  for 
that  month,  but  the  composition,  though  showing  Cupid 
aiming  an  arrow  at  a  seated  couple,  is  entirely  different. 

The  Saragossa  tapestry  for  June  shows  "Curius"  hold- 
ing spears  in  the  center  between  kneeling  male  and  female 
figures,  with  two  standing  women  holding  crowns  on 
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sticks.  Sheep  are  being  sheared  in  the  background.  Except 
for  slight  differences  in  the  border,  it  is  the  same  as  the 
example  in  the  Milwaukee  Art  Institute. 

The  June  scene  in  the  Dijon  tapestry  shows  a  warrior 
holding  three  spears  and  surrounded  by  men  and  women 
carrying  crowns;  the  name  "Lucius  Sisinius  Dentatus"  is 
written  under  his  feet.17 


2c  The  Third  Three  Ages  of  Man 
or  Autumn 

DESCRIPTION 

Left  section,  The  Seventh  Age  (36-42)  or  July:  The 
roundel  shows  a  lion  (Leo)  and  a  man  in  a  red  hat,  breech- 
cloth,  and  leggings,  with  a  white  shirt,  cutting  green  grass. 
A  water  bottle  hangs  on  a  forked  stick  beside  him.  On  the 
left,  a  flying  figure  in  red  holds  a  bellows  inscribed 
"Ethesias"  (NE  winds);  another  in  green  on  the  right  has 
one  inscribed  "Auster"  (S  wind). 

Below,  two  women,  one  in  blue  with  red  sleeves  and 
hat,  the  other  in  green  with  a  yellow  hat,  are  raking  hay. 
Partly  visible  behind  the  one  in  green  is  a  woman  gathering 
a  bundle  of  green  grass  in  her  arms.  A  tree  with  green  oval 
fruit  flanks  the  scene  on  the  left  and  an  oak  with  acorns  on 
the  right.  A  wattle  fence  is  seen  behind  the  women  and  a 
landscape  with  a  castle  in  the  distance. 

The  group  in  the  lower  half  of  the  section  represents  the 
education  of  Aesculapius  by  Chiron.  Chiron,  a  bearded 
centaur,  wears  a  red  shirt  with  rolled-up  sleeves  and  a  dark 
blue  breastplate.  His  hindquarters  are  covered  with  a  pat- 
terned cloth.  A  bow  and  quiver  full  of  arrows  hang  at  his 
side,  and  he  plays  a  small  Gothic  harp  decorated  with  blue 
and  white  patterns.  To  the  right,  Aesculapius  kneels  on 
one  knee  and  holds  up  a  glass  urinal;  he  wears  a  blue 
fur-lined  cloak  over  a  green  dress,  with  a  red  collar,  and 
red  leggings,  and  supports  an  open  book  on  his  knee.  In 
the  bottom  left  corner  sits  a  young  woman,  in  a  green 
dress  lined  with  pink,  holding  a  large  red  and  blue  book. 
Three  women  in  blue  and  red  are  partly  visible  behind  her, 
and  the  heads  of  two  others  appear  behind  Aesculapius. 
Part  of  a  pink  stone  structure  and  a  wattle  fence,  with  a 
fruit-bearing  tree,  form  a  background. 

The  medallion  in  the  lower  border  has  a  white  unicorn. 


The  inscriptions  are,  in  the  upper  border: 

Ut  Leo  desiccat  sensim  retrogradus  herbas, 
Sic  sensim  vives  corporis  ipsa  dies. 

(As  the  Lion,  retrograding,  gradually  dries  the  grass,  so 
does  time  itself  gradually  dry  up  bodily  strength.) 

In  the  center: 

Herbipotes  Chiro.  squaletes  pellere  morbus 
Natus  Apollineus  quaqueat  arte  docet. 

(Chiron,  skilled  in  herbs,  teaches  the  art  by  which  the  son  of 
Apollo  can  drive  out  squalid  diseases.) 

Center  section,  upper  part,  The  Eighth  Age  (42-48)  or 
August:  The  roundel  shows  a  bust  of  a  girl  in  red  holding  a 
yellow  palm  branch  (Virgo).  Below  her  is  a  figure  in  a 
green  hat  and  costume,  grasping  the  strap  from  which  a 
water  bottle  hangs,  and  supporting  harvesting  implements 
over  his  shoulder,  against  a  background  of  yellow  stand- 
ing grain.  On  the  left,  a  flying  half-length  figure  in  green 
holds  a  pale  brown  feather  fan  in  each  hand;  a  similar 
figure  in  red  on  the  right  has  a  pink  bellows. 

A  harvesting  scene  under  the  supervision  of  Joseph  is 
seen  below.  On  the  right,  Joseph,  richly  dressed  in  a  blue 
coat,  with  red  hat  and  leggings,  and  wearing  a  red-gold 
chain  and  a  red  purse  with  four  tassels,  holds  out  his  hand 
to  a  man  in  a  wide  red  hat,  white  shirt,  and  rolled-up  red 
breeches.  He  raises  a  short-handled  scythe  with  an  end 
plate  in  his  right  hand  and  manipulates  the  stalks  he  is 
about  to  cut  by  means  of  a  mowing  crook  held  in  his  left.  A 
woman  beside  him  in  a  red  dress  and  pink  hat  gathers 
fallen  stalks  into  a  bundle.  Behind  her,  a  man  with  a  red 
hat  and  leggings  raises  a  water  bottle  to  his  mouth,  and 
behind  Joseph  a  woman  in  green  with  a  red  hat  picks  up  a 
sheaf.  A  dense  stand  of  wheat  makes  up  the  background, 
with  small  red  and  blue  flowers — poppies  and  corn- 
flowers— scattered  through  it. 

A  bird  with  a  green  breast  stands  on  the  red  finial  of  the 
support  for  the  central  inscription. 

Center  section,  lower  part,  Autumn:  The  deity  of  the 
season,  Bacchus,  sits  on  a  throne  whose  red  and  blue 
marble  pillars  are  encircled  by  spiraling  red  grapevines. 
He  has  curling  ram's  horns  and  a  wreath  and  is  nude 
except  for  a  loose  green  drapery,  with  blue  and  green 
grapes  and  vine  leaves  on  the  pink  borders.  He  supports  a 
red,  grape-filled  cornucopia  with  each  hand.  On  the  left, 
the  bust  of  a  young  woman  in  red,  holding  a  covered  red 
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goblet,  is  visible,  and  on  the  right  is  the  head  of  a  bearded 
old  man  in  pink  with  both  hands  on  an  elaborate  blue  and 
yellow  ewer. 

The  inscriptions  are,  in  the  upper  border: 

Coligit  [for  colligit]  Augustus  flavas  sub  virgine  fruges, 
Colligit  in  seniu  vir  studiosus  opes. 

(August  gathers  golden  fruits  under  the  Virgin;  the  diligent 
man  gathers  riches  for  his  old  age.) 

In  the  center: 

Curat  Josephus  famis  advetura  pericla 
Ut  jam  prelecta  pellere  messe  queat. 

(Joseph  sees  to  it  that  he  may  be  able  to  rout  the  coming 
perils  of  famine  with  already  selected  crops.) 


In  the  lower  border: 

Vinifer  Autunus  maturis  influit  uvis. 

Vnifer  [for  Vinifer]  huic  Iachus  presidet  Ismarius. 

(Autumn,  the  wine-bringer,  abounds  in  ripe  grapes; 
Ismarian  Bacchus,  the  wine-bringer,  presides  over  it.) 

Right  section,  The  Ninth  Age  (48-54)  or  September: 
The  roundel  shows  a  pair  of  scales  (Libra)  and  a  man  in 
green  standing  in  a  yellow  barrel  and  holding  a  bunch  of 
grapes.  On  the  left  is  a  flying  half-length  figure  in  white 
with  a  red  cloak  and  headband,  holding  a  bellows  in- 
scribed "Corus"  (NW  wind);  on  the  right,  a  full-length 
figure  in  red  with  a  bellows  inscribed  "Libs"  (SW  wind). 
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A  vintage  scene  appears  below.  On  the  left,  a  man  in 
blue  with  a  red  hat  has  a  long,  tapering,  grape-filled  basket 
{hotte)  on  his  back,  which  a  woman  in  red  behind  him 
seems  to  support.  On  the  right,  a  woman  in  blue  with  a 
pink  headdress  bends  to  empty  a  bucket  of  grapes  into  a 
barrel;  behind  her,  a  man  in  red,  about  to  cut  a  bunch  of 
grapes,  is  partly  visible.  Grapevines  twisted  around  sticks 
form  the  background,  and  large  trees  with  red  fruit  stand 
on  either  side. 

The  lower  half  of  the  section  shows  Hercules  obtaining 
the  golden  apples  of  the  Hesperides.  On  the  left  is  the  huge 
figure  of  Hercules,  dressed  in  fantastic  red  and  blue  armor 
with  a  winged  head  on  his  breastplate  and  the  tawny  lion's 
skin  over  his  left  shoulder.  He  holds  a  red  apple  in  his 
raised  hand  and  his  club  in  the  other,  as  he  straddles  the 
monstrous  winged  dragon  at  his  feet;  it  is  colored  in  sev- 
eral shades  of  blue,  yellow,  violet,  and  red.  On  the  right 
are  four  Hesperides,  three  standing,  in  green  and  red,  and 
one  seated,  in  blue. 

The  medallion  in  the  lower  border  has  a  gray  elephant. 

The  inscriptions  are,  in  the  upper  border: 

Condit  vina  cadis  expressis  Libra  racemis, 
Ut  gravis  etatem  cautius  era  premit. 

(The  Scales  store  wine  in  jars  after  the  grapes  have  been 
crushed,  as  a  man  burdened  with  years  more  carefully 
hoards  his  money.) 

In  the  center: 

Herculeo  finem  victo  serpente  labori 
Carpta  dat  Hesperii  splendida  cura  chori. 

(The  serpent  having  been  vanquished,  the  splendid  charge 
of  the  Hesperian  chorus  is  plucked,  and  puts  an  end  to  the 
labors  of  Hercules.) 

CONDITION 

A  photograph  taken  while  the  tapestry  was  owned  by 
French  &C  Co.  shows  the  lower  two-thirds  of  the  Septem- 
ber section  missing;  the  upper  line  cuts  through  the  botte 
of  the  grape  picker,  on  the  left  edge  through  Hercules's 
face. 


SUBJECT 

The  years  from  thirty-six  to  fifty-four  are  equated  with 
the  months  July,  August,  and  September,  and  with  the 


season  of  autumn.  Bacchus  is  the  usual  deity  of  this  sea- 
son; his  attendants  are  presumably  Silenus  and  a  bac- 
chante. 

July:  Haymaking  is  a  standard  occupation.  The  Ethe- 
sian  winds  blew  in  July,  according  to  Pliny,  and  Auster  is  a 
summer  wind. 

Aesculapius  was  handed  over  as  a  newborn  baby  by  his 
father,  Apollo,  to  the  centaur  Chiron  to  be  educated,  espe- 
cially in  medicine.  Chiron's  quiver  and  harp  refer  to  his 
fame  as  an  archer  and  musician;  the  urinal  held  by 
Aesculapius  is  his  usual  attribute  as  a  physician.  The  con- 
nection of  the  education  of  Aesculapius  with  the  seventh 
age  of  man  is  apparently  that,  halfway  through  life,  illness 
and  its  remedies  become  more  important. 

The  unicorn  of  the  border  medallion  may  be  there  be- 
cause of  its  power  to  expel  poisons. 

August:  Reaping  is  a  usual  occupation  for  the  month. 

Joseph  wears  the  gold  chain  that  Pharaoh  gave  him 
before  putting  him  in  charge  of  storing  a  fifth  part  of  the 
seven  years'  good  harvest  against  the  seven  lean  years  that 
were  to  follow.  The  method  of  reaping  is  one  used  in  the 
Low  Countries.  The  cutting  implement  is  a  scythe  with  a 
large  end  plate,  which  acts  as  a  counterweight;  the  tool  in 
the  reaper's  left  hand,  here  looking  like  a  short  stick,  has  in 
reality  a  curved  blade  at  right  angles  to  the  handle  (see 
49a).18 

September:  The  vintage  is  a  usual  occupation  for  this 
month. 

The  Labor  of  Hercules  shown  is  described  as  the  last, 
and  so  is  considered  a  suitable  illustration  for  the  latest  age 
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of  man  in  which  achievements  are  possible.  The  version 
used  is  that  in  which  Hercules,  having  overcome  the  drag- 
on that  guarded  the  tree,  plucked  the  apples  himself,  while 
the  Hesperides  looked  on. 

The  elephant  in  the  border  medallion  may  represent  the 
power  of  Hercules. 

RELATED  TAPESTRIES 

Another  version  is  in  the  castle  of  Perelada,  Gerona 
province,  Spain.19 

A  fragment  showing  part  of  the  Aesculapius  scene  and 
almost  the  entire  figure  of  Bacchus  was  in  the  Bourgeois 
Freres  sale,  Cologne,  October  19—27,  1904  (no.  1375, 
illus.).  Half  of  Chiron  is  visible  and  part  of  the  inscription. 
Bacchus  is  fully  clothed,  with  sandals  and  leg  coverings. 
The  inscription  for  the  Joseph  scene  appears  above. 

A  separated  tapestry  for  each  month  is  found  in  the 
Saragossa  set.  July  has  the  Aesculapius  scene  with  very 
similar  principal  figures,  the  same  inscription  in  Roman 
characters,  and  haymaking  (including  a  very  similar  reap- 
er) in  the  background.  August  shows  Joseph  riding  in  a 
chariot,  with  harvesting  in  the  background,  but  the  inscrip- 
tion is  the  same.  September  shows  Hercules  bestriding  the 
dragon  and  plucking  an  apple,  with  three  Hesperides,  and 
vintage  scenes  in  the  background,  but  has  a  different 
inscription. 

The  Tournai  tapestry  in  Dijon  shows  Bacchus  in  the 
center  with  Hercules  on  the  right;  there  is  no  apple  tree,  so 
he  appears  to  be  standing  on  a  dragon  and  holding  up  a 
stone.  Harvesting  is  seen  in  the  background. 

2d  The  Last  Three  Ages  of  Man 
or  Winter 

DESCRIPTION 

Left  section,  The  Tenth  Age  (54-60)  or  October:  The 
roundel  shows,  at  the  top,  a  scorpion  (Scorpio).  Below  is  a 
man  in  red  holding  a  whip  and  placing  one  hand  on  a 
plow;  the  tail  and  part  of  the  hindquarters  of  a  gray  horse 
are  seen  on  the  right  and  a  furrowed  field  in  the  back- 
ground. To  the  left  of  the  roundel  a  half-figure  in  red  with 
a  long  swirling  yellow  sash  and  green  sleeves  holds  a  bel- 
lows inscribed  "Cecias"  (ENE  wind).  A  similar  figure  on 


fig.  3.  Saint  Gommaire.  Stained-glass  panel,  detail.  Flemish,  sixteenth 
century.  Musees  Royaux  d'Art  et  d'Histoire,  Brussels  (inv.  no. 
D229). 


the  right  in  red  with  green  sleeves  holds  a  bellows  inscribed 
"Vulturnus"  (SEwind). 

The  roundel  is  seen  against  the  upper  branches  of  three 
dark  green  oak  trees.  The  men  on  either  side  knocking 
down  acorns  are  in  blue  with  red  head  and  leg  coverings; 
one  has  a  shoulder  pouch  and  a  red  belt.  Some  acorns  are 
seen  falling  from  the  trees  to  be  eaten  by  six  pale  brown 
pigs.  On  the  left  is  a  large  dark  blue  building  with  its 
capitals,  eaves,  and  part  of  a  huge  scrolling  form  on  its 
roof  in  strong  red  and  pink.  A  picket  fence  and  a  landscape 
with  farm  buildings  make  up  the  background. 

The  lower  half  of  the  section  shows  the  Byzantine  em- 
peror Tiberius  II  discovering  a  concealed  treasure.  A  closed 
jeweled  crown  with  a  cross  at  the  top  rests  on  his  tall,  red, 
blue-lined,  peaked  hat.  He  wears  a  green  robe,  decorated 
with  red  eagles  on  the  hem,  and  a  blue  cloak  with  red  and 
pink  bands  of  ornamentation  including  small  dragonlike 
forms.  The  empress  has  a  closed,  red,  jeweled  crown  with 
a  cross  at  the  top,  worn  over  a  jeweled  red  and  blue  head- 
dress. Her  dress  is  dark  blue;  over  it  she  wears  a  green 
cope-like  garment  with  a  patterned  pink  lining,  edged 
with  a  band  of  rubies  and  pearls.  It  is  fastened  across  the 
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chest  with  red  ties,  over  which  is  a  red  cross.  Two  blue 
tassels  hang  from  the  ornament  near  her  left  shoulder, 
which  is  covered  by  a  red  and  pink  short  cape.  A  confused 
piece  of  red  moire  drapery  to  the  left  is  apparently  part  of 
her  costume.  Between  the  imperial  couple  is  a  blue  flag- 
stone floor,  one  slab  of  which  has  been  raised;  this  has  a 
pink  cross  and  other  ornamentation.  The  cavity  left  by  its 
removal  is  filled  with  a  mass  of  yellow,  red,  and  blue  ves- 
sels and  bags;  among  them  are  a  red,  jeweled  belt  and  two 
short  rods  with  rings  strung  on  them.  Behind  the  emperor 
is  a  bearded  man  in  red;  he  wears  a  blue,  red,  and  yellow 
cap  with  earflaps,  and  carries  a  blue  bag  and  a  short  sword 
at  his  side.  Behind  him  are  the  heads  of  a  girl  and  two 
boys;  the  boy  in  the  middle  has  a  red  hat.  A  woman  in  blue 


kneels  beside  the  empress,  and  the  head  of  another 
woman,  with  a  red  and  blue  cap  and  collar,  is  visible 
between  them.  A  bearded  man,  wearing  a  red  hat  over  a 
hairnet,  white  shirt,  red  chain,  and  red  robe  with  a  dark 
blue  border,  stands  behind  the  empress,  holding  a  glove  in 
his  left  hand.  In  the  center  a  marble  column,  with  a  red  ball 
at  the  top,  supports  the  tablet  with  the  inscription;  a  pink 
vine  with  bunches  of  grapes  spirals  around  it  and  there  is  a 
small  pink  dragon  at  its  base.  The  stand  for  the  column  is 
decorated  with  a  small,  helmeted  head  of  a  man  in  profile 
in  a  roundel.  The  background  consists  of  leaves  and  fruit. 

The  medallion  in  the  lower  border  shows  a  hand  in  a 
green  sleeve  holding  a  green  vessel,  presumably  a  glass 
urinal. 


2d 


Details  of  2d 


The  inscriptions  are,  in  the  upper  border: 

Ut  parat  October  creturis  messibus  arva, 
Sic  senior  chara  pro  sobole  invigilat. 

(As  October  prepares  the  fields  for  future  crops,  so  the 
older  man  is  vigilant  on  behalf  of  his  beloved  offspring.) 

In  the  center: 

Pauperib'[us]  dederas  Tyberi  pia  munera  Cesar 
Sub  saxo  Tyberi  reddita  gaza  fuit. 

(Thou,  Tiberius  Caesar,  hadst  given  charitable  gifts  to  the 
poor:  a  treasure  under  a  stone  was  given  [thee]  in  return, 
Tiberius.) 

Center  section,  upper  part,  The  Eleventh  Age  (60-66) 
or  November:  The  roundel  shows  a  centaur  with  a  bow 
(Sagittarius).  Below  is  a  man  in  red  and  green  sowing 
grain,  which  he  holds  in  his  large  white  apron.  A  sack  is 
seen  on  the  right  and  a  plowed  field  in  the  background.  A 
flying  half-figure  on  the  left  of  the  roundel  is  in  red  and 
holds  a  patterned  bellows  in  each  hand;  another  on  the 
right  is  in  blue-green  with  red  sleeves  and  holds  a  plain 
bellows. 

The  foreground  figures  in  the  scene  below  are  Tobias 
receiving  advice  from  his  father,  Tobit.  Both  are  dressed  in 
green.  The  young  Tobias  kneels  on  the  left,  holding  his  hat 
in  his  hand;  he  has  a  red  pouch  hung  from  a  red  belt  at  his 
side.  The  bearded  Tobit  sits  on  a  huge  armchair  with  a 
high  back,  leaning  his  cheek  on  his  hand,  his  elbow  resting 
on  a  blue  damask  cushion  on  the  arm  of  the  chair.  He  has  a 
red  cape  edged  with  blue  and  supports  his  left  shoulder  on 
a  stick.  Behind  Tobias,  a  kneeling  woman  in  blue  with  a 
red  and  white  cap  is  presumably  his  mother,  Anna.  An- 
other woman  in  red  with  a  blue  cap  is  behind  her,  partly 
concealed  by  a  massive  open  doorway;  this  has  pink 
sculptured  decoration,  including  a  statue  of  a  nude  boy, 
holding  a  long  stick. 

In  the  background,  visible  between  Tobias  and  his 
mother,  a  man  and  a  woman  are  slaughtering  a  pig.  The 
man,  in  green  with  a  red  hat  and  leg  coverings,  rests  his  left 
knee  on  the  pig's  neck  as  he  cuts  its  throat  with  a  knife  held 
in  both  hands.  The  kneeling  woman,  in  red  with  a  green 
cap,  holds  a  pan  with  a  long  handle  to  catch  the  pig's 
blood.  They  are  in  a  courtyard  of  a  porticoed  building;  at 
the  angle,  a  tower  rises  above  the  dark  blue  roof.  Between 
Tobit  and  Tobias  is  a  landscape  with  a  towered  city  wall 
stretching  into  the  distance.  To  the  right  and  behind 
Tobit's  chair  two  men  are  slaughtering  an  ox;  one,  in  red 


with  a  green  cap,  holds  it  by  a  horn,  the  other,  in  brown 
with  a  red  cap  and  a  white  apron,  swings  a  mallet  above 
his  head.  There  is  a  square  battlemented  tower  behind  the 
group  and  a  tree  with  fruit  below  them. 
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Center  section,  lower  part,  Winter:  The  deity  of  the 
season,  Aeolus,  is  seated  on  an  elaborate,  backless  throne. 
He  wears  a  green  wreath  and  blue  drapery,  and  holds  a 
very  long,  feathered,  blue-pointed  arrow  in  his  right 
hand;20  with  his  left  he  pulls  on  a  red  chain  attached  to  a 
hinged  wooden  lid  at  his  feet.  The  inner  side  of  the  lid  is 
decorated  with  two  double-tailed  armed  figures  in  red; 
each  tail  ends  in  a  dragon  head.  In  the  space  under  the  lid 
are  three  ugly  puffed-cheeked  faces  of  winds.  On  the  left  of 
the  throne  is  a  man  in  dark  green,  with  white  hair  and 
beard,  who  embraces  one  of  the  uprights;  opposite  him,  a 
man  in  red,  with  a  crown  of  blue  and  white  icicles,  holds 
his  hands  to  his  mouth.  On  the  upright  of  the  throne, 
below  his  arm,  a  pair  of  wooden  skates  with  blue  and 
white  runners  hangs  from  a  blue  cord.  Leaves  and  fruit  are 
seen  in  the  background. 

An  owl  perches  on  the  finial  above  the  central  inscrip- 
tion, between  Tobit  and  Tobias. 

The  inscriptions  are,  in  the  upper  border: 

Inserit  Arcitenens  excultis  semina  terris. 
Instituit  proles  [for  prolem]  qualibet  arte  senex. 

(The  Archer  sows  seed  in  the  cultivated  earth;  the  old  man 
instructs  his  offspring  in  all  arts.) 

In  the  center: 

Du  iam  deficeret  Tobian  lumeq,  pedesq. 
Natu  Sophrosynen  cu  pietate  docet. 

(When  his  eyesight  and  his  feet  had  failed  Tobias  [i.e., 
Tobit],  he  taught  his  son  prudence  and  dutifulness.) 

In  the  lower  border: 

Aeolus  infestis  qui  concitat  omnia  ventis 
Efficit,  qui  rig[e]at  frigore  tristis  hyems 

(Aeolus,  who  shakes  everything  with  his  hostile  winds, 
causes  dismal  winter  to  freeze  with  cold.) 

Right  section,  The  Last  Age  {66- 72)  or  December:  The 
roundel  shows  a  goat  (Capricorn)  at  the  top  and,  below,  a 
man  in  red  thrusting  a  baker's  pell,  with  a  lump  of  dough 
on  the  flat  end,  into  a  blazing  oven.  A  half-length  figure  in 
pink  on  the  left  holds  a  bellows  inscribed  "boreas"  (NE 
wind);  on  the  right,  another  in  red  with  a  green  sash  holds 
a  bellows  inscribed  "Orinthias"  (for  Ornithias,  winter 
winds). 

Winnowing  and  threshing  are  shown  below.  On  the 
left,  separated  from  the  central  area  by  a  tree  with  green 


leaves  and  yellow  fruit,  a  man  with  a  brown  hat  and 
breeches  and  a  red  shirt  holds  a  winnowing  fan  filled  with 
yellow  grain.  On  the  right  a  man  in  a  blue  cap,  white  shirt, 
red  breeches,  white  stockings,  and  brown  shoes  raises  a 
flail.  The  ground  is  covered  with  bundles  of  corn  and  loose 
ears;  an  open  sack  of  grain  is  on  the  left,  with  a  round 
object  (perhaps  a  sieve)  and  a  short  stick.  A  wattle  fence 
encloses  the  threshing  floor.  A  landscape  with  leafy  trees 
and  a  castle  are  seen  in  the  background. 

The  lower  half  of  the  composition  shows  Jacob  on  his 
deathbed  blessing  Joseph's  sons.  A  red  column  in  the  cen- 
ter supports  the  tablet  with  the  inscription;  garlands  of 
leaves  and  berries,  with  tassels,  are  strung  from  the  tablet 
frame  below.  Jacob,  wearing  a  lavender  turban  and  a 
white  garment,  reclines  on  red  velvet  cushions  in  a  bed 
with  an  elaborate  canopy,  mostly  pink  and  green,  with  a 
band  of  white  running  greyhounds  and  red  eagles.  It  has 
green  curtains  and  a  background  with  a  pomegranate  pat- 
tern. The  lower  part  of  the  bed  is  covered  with  a  blue 
spread,  richly  ornamented  with  white  chains  and  red  floral 
forms  with  green  centers.  Jacob  crosses  his  arms  to  place 
his  hands  on  the  heads  of  his  grandsons,  his  right  on 
Ephraim  kneeling  in  the  foreground,  his  left  on  Manasseh 
on  the  far  side  of  the  bed.  Ephraim  has  a  green  robe  with  a 
red  cape,  the  border  of  which  is  ornamented  with  a  scroll- 
ing vine  and  bunches  of  grapes  in  green  and  blue;  an  elab- 
orate belt  supports  a  decorated  red  pouch  with  tassels  and 
a  knife  with  a  red  knob  and  blue  sheath.  Joseph,  behind 
him,  wears  a  red  robe  over  a  white,  high-necked  shirt.  A 
woman,  presumably  Joseph's  wife,  Asenath,  kneels  at  the 
foot  of  the  bed.  She  wears  a  blue-green  dress  with  a  pome- 
granate pattern,  pink  in  the  shadows,  white  in  the  high- 
lights, and  red  sleeves,  with  an  elaborately  decorated 
pointed  cape.  Her  head  is  covered  with  a  piece  of  yellow 
cloth,  with  a  decorated  red  cap  worn  over  it;  a  yellow  and 
red  scarf  flies  out  at  the  back  of  her  neck.  Behind  her  is  a 
man  wearing  a  red  hat  ornamented  in  blue,  a  blue  fur- 
trimmed  coat,  and  red  sleeves.  A  woman  in  brown  is  partly 
visible  behind  him;  she  has  a  blue  cap  with  a  pink  orna- 
mented border.  In  the  foreground  is  a  small  wooden  table 
of  Gothic  design,  with  a  red  jug  on  the  ground  between  its 
supports.  On  the  table  is  a  small  blue  vase  holding  leaves 
and  blue  flowers,  two  yellow  fruit,  one  a  pomegranate 
with  red  seeds,  a  glass  vessel  with  a  narrow  neck  and 
covered  mouth,  and  a  red  ewer  with  a  hinged  lid. 

The  creature  in  the  medallion  in  the  lower  border  is 
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brown,  with  deep  blue  shadows.  An  eye  and  a  mouth  can 
be  discerned  in  the  excrescence  on  the  right,  so  that  the 
beast  can  most  satisfactorily  be  interpreted  as  a  tortoise, 
but  it  could  almost  as  convincingly  be  read  as  a  mole, 
facing  in  the  other  direction.  An  area  of  repair  renders  the 
identification  uncertain. 

The  inscriptions  are,  in  the  upper  border: 

Excutit  Egoceros  spicis  frumenta  caducis. 
Ut  tande  membris  mors  anima  e  gelidis. 

(The  Goat  shakes  the  grain  from  the  fallen  ears.  So  does 
death  at  last  drive  life  from  cold  limbs.) 

In  the  center: 

Postq  destituit  Vitalis  spiritus  artus, 
Emoriens  Jacob  celica  regna  subit. 

(When  the  breath  of  life  left  his  limbs,  dying  Jacob  ascended 
to  the  heavenly  kingdom.) 


SUBJECT 

The  last  eighteen  years  of  life  are  equated  with  the 
months  October,  November,  and  December,  and  with  the 
season  of  winter,  presided  over  by  Aeolus,  ruler  of  the 
winds.  Boreas  is  more  usual  in  this  role,  but  he  is  shown  as 
a  wind  in  the  December  section.  The  two  attendants  may 
be  personifications  of  Snow  and  Frost.  The  owl,  a  symbol 
of  death  or  sleep,  is  appropriate  for  the  season. 

October:  Plowing  is  not  the  most  common  occupation 
of  the  month,  but  it  was  needed  here  to  illustrate  the  line  in 
the  upper  border  inscription,  "October  prepares  the  fields 
for  future  crops."  Knocking  down  acorns  to  feed  pigs  is 
usual  in  an  autumn  month. 

The  story  of  the  emperor  Tiberius  II  (578—582)  dis- 
covering a  treasure  is  told  by  Gregory  of  Tours.  The  em- 
peror gave  large  sums  to  the  poor  from  the  riches  amassed 
by  his  predecessor.  One  day,  walking  through  his  palace, 
he  found  a  marble  slab  with  a  cross  on  it  in  a  pavement. 
Shocked  by  the  idea  of  treading  on  a  cross,  he  ordered  the 
stone  taken  up.  Two  other  slabs  with  crosses  were  found 
under  the  first;  when  they  were  removed,  a  huge  treasure 
was  discovered,  which  Tiberius  gave  to  the  poor.  The 
connection  between  the  two  inscriptions  is  not  clear;  pos- 
sibly the  link  is  that  the  earth  is  dug  up  by  the  plow  and  the 
treasure  was  found  underground.  The  empress,  who  is  not 
mentioned  as  present  at  this  event,  may  represent  Margaret 


of  Austria,  and  the  man  standing  behind  her  (see  detail 
and  fig.  3)  may  be  a  prominent  member  of  her  court.21 

The  urinal  of  the  lower  border  may  symbolize  the  in- 
firmities of  old  age. 

November:  Sowing  and  slaughtering  animals  are  com- 
mon occupations  of  the  month. 

Tobit,  blinded  by  swallows'  dung  falling  into  his  eyes, 
gave  good  advice  to  his  son  Tobias  before  sending  him  to 
Media. 

December:  Baking  is  a  common  occupation  for  the 
month,  but  threshing  and  winnowing  are  never  seen  so 
late  in  the  year.  They  must  have  been  chosen  here  to  illus- 
trate the  line  in  the  upper  border  inscription,  "The  Goat 
shakes  the  grain  from  the  fallen  ears." 

Jacob,  on  his  deathbed,  blessed  the  sons  of  Joseph; 
Manasseh,  the  elder,  was  placed  at  his  right,  Ephraim  at 
his  left,  but  Jacob  put  his  right  hand  on  the  head  of  the 
younger  son.  The  usual  Christian  interpretation  of  this 
event,  in  which  the  two  sons  are  identified  with  the  Old 
and  New  Covenant,  does  not  seem  to  have  been  consid- 
ered here,  though  the  grapevine  ornament  on  Ephraim's 
cape  may  reflect  it.  The  pomegranate  on  the  table  is  prob- 
ably here  a  symbol  of  an  afterlife  and  a  promise  of  im- 
mortality.22 

If  the  animal  in  the  lower  border  medallion  is  a  mole, 
the  underground  life  of  this  creature  might  be  considered 
appropriate  for  a  deathbed  scene. 


RELATED  TAPESTRIES 

Three  tapestries  in  Saragossa  have  versions  of  the  narra- 
tive scenes  with  the  same  inscriptions.  October  has  a  simi- 
lar representation  of  the  emperor  and  empress,  with 
knocking  down  acorns  and  plowing  as  occupations  of  the 
month  in  the  background.  The  inscription  is  said  to  refer 
to  the  arrival  of  the  Israelites  at  Gaza.23  November  has 
another  episode  in  the  Tobit  story,  with  the  angel  accom- 
panying Tobias,  but  the  slaughtering  of  a  calf  and  a  pig  is 
seen  in  the  background.  December  shows  Jacob  blessing 
Joseph's  sons,  with  men  in  the  background  threshing,  win- 
nowing, cutting  down  trees,  and  sawing  wood;  the  table 
in  the  foreground  is  in  a  Renaissance  style  with  sphinges. 

A  tapestry  with  versions  of  the  November  and  Decem- 
ber sections  was  in  the  Henry  Symons  sale,  Clarke's  Art 
Rooms,  New  York,  February  8,1922  (no.  585,  illus.),  and 
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the  Galerie  Moderne  sale,  Brussels,  May  6,  7,  1963  (no. 
1 191,  illus.).  All  the  inscriptions  are  present,  but  the  back- 
grounds are  simplified  and  the  borders,  with  no  figures, 
are  in  a  later  style. 

The  Tiberius  episode  is  repeated  fairly  closely,  though 
reversed,  on  the  Tournai  tapestry  in  Dijon;  the  back- 
ground shows  sowing  and  harrowing.  The  empress  is 
given  the  name  Placella,  and  the  inscription  states  that 
Tiberius's  wife  wished  to  spend  the  treasure  in  a  reason- 
able way.  Placella  also  appears  in  the  Justitia  panel  of  the 
Honores  set  in  Madrid.  She  has  been  tentatively  identified 
with  Galla  Placidia,24  but  as  Galla  lived  a  hundred  years 
before  Tiberius,  it  is  unlikely  that  the  empress  of  2d  is 
intended  to  represent  her.  It  seems  probable  that  she  is  the 
wife  of  Theodosius  I,  Flacilla  or  Placilla,  who  was  praised 
by  Gregory  of  Nyssa  because  she  gave  away  her  riches. 
Her  name  is  given  as  Placella  in  the  Flemish  translation  of 
Vincent  de  Beauvais's  Speculum  historiale.  She  presum- 
ably appears  with  Tiberius  II  because  both  gave  to  the 
poor.25  The  figure  of  the  empress  in  2d  is  repeated  almost 
exactly  in  the  Nobilitas  panel  of  the  Honores  set,  where 
she  is  called  Esther.26 

Tiberius,  again  accompanied  by  a  woman,  is  seen  dis- 
covering the  treasure  in  the  tapestries  of  the  Triumph  of 
Charity  in  Biltmore  House,  Asheville,  North  Carolina,  the 
Chateau  of  Chenonceaux,  and  the  Museo  de  Santa  Cruz, 
Toledo,  Spain.27 

NOTES 

1.  Standen,  "Twelve  Ages,"  1969,  p.  167.  Pieter  van  den  Houte  has 
been  suggested  as  the  designer  for  Aeneas' s  Ambassadors  before 
Dido  at  Hampton  Court,  in  which  the  ambassadors  closely  resem- 
ble the  two  foremost  Persian  envoys  before  Alexander  in  2a  (H.  G. 
Wayment,  "Bernard  van  Orley  and  Malines:  The  Dido  and  Aeneas 
Tapestries  at  Hampton  Court,"  Antiquaries  journal  49  [1969]  p. 
373).  Mr.  Wayment,  in  an  unpublished  article,  attributes  2  to 
Pieter  van  den  Houte,  citing  a  number  of  resemblances  between  the 
tapestries  and  works  of  art  that  he  gives  to  this  artist. 

2.  Standen,  "Drawings  for  the  'Months  of  Lucas,' "  pp.  5,  6. 


3.  Standen,  "Twelve  Ages,"  1969,  p.  157. 

4.  Standen,  "Tapisseries  Renaissance,"  p.  92,  fig.  3.  The  resemblance 
was  pointed  out  by  Hilary  Wayment,  who  attributes  the  window 
design  to  Adrian  van  den  Houte,  about  15 17  (Jean  Helbig  and 
Yvette  vanden  Bemden,  Les  Vitraux  de  la  premiere  moitie  du  VXe 
siecle  conserves  en  Belgique,  Brabant  et  Limbourg  [Ledeberg/ 
Gent,  1974]  p.  144). 

5.  J.  K.  Steppe,  "Vlaams  tapijtwerk  van  de  i6e  eeuw  in  Spaans  ko- 
ninklijk  bezit,"  Miscellanea  Jozef  Duverger  (Gent,  1968)  p.  723. 

6.  J.  P.  Asselberghs,  La  Tapisserte  tournaisienne  au  XVIe  siecle,  exh. 
cat.  (Tournai,  1968)  nos.  14, 15,  illus. 

7.  Francisco  Abbad  Rios,  Catalogo  monumental  de  Espana,  Zara- 
goza  (Madrid,  1957)  pis.  214-33  (January  and  August  missing); 
Carmen  Rabanos  Faci,  Los  T apices  en  Aragon  (Saragossa,  1978) 
pp.  19,  63,  64,  pi.  13  (November;  subjects  of  all  twelve  pieces 
given). 

8.  The  designer  clearly  did  not  know  the  story  he  was  illustrating, 
since  he  has  shown  the  envoys  as  supplicants  (Standen,  "Twelve 
Ages,"  1969,  p.  140). 

9.  Germain  Viatte,  Le  XVIe  Siecle  europeen:  Tapisseries,  exh.  cat. 
Mobilier  National  (Paris,  1965)  no.  21,  illus. 

10.  This  inscription  has  been  distorted  by  repairs;  the  reading  of  the 
version  in  Paris  is  given. 

11.  Standen,  "Twelve  Ages,"  1969,  p.  132. 

1 2.  Rudolf  Wittkower,  "Transformations  of  Minerva  in  Renaissance 
Imagery,"  Journal  of  the  Warburg  Institute  2  (1938-39)  p.  200,  n. 
2,  quoting  Pierio  Valeriano,  Hieroglyphica  (1575^.310. 

13.  Standen,  "Twelve  Ages,"  1969,  p.  146. 

14.  Pliny,  Natural  History,  trans.  H.  Rackham  (Cambridge,  Mass.,  and 
London,  1938)  bk.  7,  chap.  28. 

15.  Souchal,  "Triumph"  pp.  125, 148,  figs.  20-23. 

16.  From  the  Barberini,  Ffoulke,  and  Hearst  collections  (The  Ffoulke 
Collection  of  Tapestries  [New  York,  19 13]  p.  44,  illus.). 

17.  Souchal,  "Triumph"  pp.  125, 128. 

18.  Axel  Steensberg,  Ancient  Harvesting  Implements  (Copenhagen, 
1943)  pp.  205,  206,  213. 

19.  Information  from  J.  P.  Asselberghs. 

20.  Delmarcel,  "Triumph,"  p.  165. 

21.  Standen,  "Tapisseries  Renaissance,"  p.  92. 

22.  Margaret  B.  Freeman,  The  Unicorn  Tapestries,  MMA  (New  York, 
1976)  p.  121. 

23.  Rabanos,  Tapices  en  Aragon,  p.  64. 

24.  Annelise  Stemper,  "Der  Prudentia-Teppich  des  Pfalzgrafen  Ott- 
heinrich  im  Kurpfalzischen  Museum  zu  Heidelberg,"  Heidelberger 
Jahrbiicher  2  (1958)  pp.  86,  87. 

25.  Souchal,  "Triumph ,"  pp.  116, 117, 145. 

26.  Information  from  Guy  Delmarcel. 

27.  Souchal,  "Triumph,"  pp.  113, 116, 117,  figs.  11-13. 
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3  Medallion  Months 

Two  pieces  from  a  set  of  the  Twelve  Months 

a  August 
b  October 


Flemish  (Brussels);  designed  about  1525,  woven  probably 

before  1528. 
Wool  and  silk. 

3a  14  ft.  10  in.  x  13  ft.  1  in.  (4.52  m  x  3,99  m); 
3b  14  ft.  5  in.  x  12  ft.  7  in.  (4.39  m  x  3.84  m). 
20  warps  per  inch,  8  per  centimeter. 
Bequest  of  Helen  C.  Juilliard,  1916  (19.172.1,  2). 

DESCRIPTION 

Each  tapestry  has  an  oval  medallion  in  the  center  with  a 
seated  deity  at  the  top  and  a  scene  showing  the  occupa- 
tion of  a  month  below.  The  oval  is  surrounded  by  the 
zodiacal  belt;  this  has  a  band  of  gray  and  blue  clouds  on 
the  inner  edge,  which  is  separated  from  the  medallion 
scene  by  a  narrow  yellow  band  with  red  and  brown  lines. 
Each  zodiacal  sign  is  surrounded  by  a  diffuse  yellow  cir- 
cle. The  Ram  is  pale  gray;  the  Bull,  dark  gray  or  pale 
brown;  the  embracing  Twins  are  nude;  the  Crab  (shown 
as  a  lobster)  and  the  Lion  are  brown  and  gray;  the  Virgin 
is  in  pale  red  and  holds  a  blue  and  yellow  palm  branch; 
the  Scales  have  blue  pans  hanging  by  red  chains  from  a 
blue  beam  in  August;  in  October,  the  pans  are  green  and 
yellow;  the  Scorpion  is  gray  or  brown  with  a  blue  tail;  the 
Archer  is  a  gray  and  brown  centaur  with  a  blue  bow;  the 
Goat  is  gray,  black,  and  blue,  with  blue  horns;  the  Water 
Carrier  is  a  nude  boy  with  two  blue  jugs;  and  the  blue  and 
white  Fishes  are  fat  and  have  gray  fins  and  tails  in  August, 
while  in  October  they  resemble  eels  and  hold  a  white 
ribbon  in  their  mouths.  The  twelve  signs  are  separated  by 
pairs  of  half-length  female  figures  of  two  different  types 
with  differences  only  in  the  colors.  In  one  type,  one  woman 
has  long  yellow  plaits  falling  over  her  chest  and  one  breast 
bare;  in  the  other,  she  is  seen  in  profile.  The  background 
to  the  signs  and  the  paired  women  is  the  sky,  pale  yellow 
gray  at  the  top,  dark  blue  and  star-spangled  at  the  foot  of 
the  oval.  A  blue  hourglass  in  a  yellow  stand  is  held  by  each 
pair  of  women  between  them  and  another  is  raised  by  the 
figure  on  the  right  of  each  pair.  The  zodiacal  sign  for  the 


month  represented  on  each  tapestry  and  the  name  of  the 
month  in  Latin  is  at  the  top  of  the  oval,  with  the  number 
1 2  on  a  narrow  yellow  border  above  it.  The  numerals  1 
through  12  in  black  and  brown  are  placed  on  this  border 
in  a  clockwise  direction,  one  above  each  zodiacal  sign  and 
each  pair  of  figures,  from  the  top  to  the  bottom  of  the 
right  side  of  the  oval  and  again  from  the  bottom  to  the  top 
on  the  left  side.  The  signs  are  shifted  with  each  tapestry, 
so  that  the  appropriate  ones  are  shown  in  the  darkness  of 
night  at  the  bottom  of  the  oval  and  in  the  light  of  day 
above.  In  the  spaces  between  the  oval  and  the  tapestry 
borders  are  landscapes,  with  two  figures  in  the  sky  above 
and  others  engaged  in  an  occupation  of  the  month  below. 

The  borders  have  yellow  grounds,  with  some  pink 
areas,  especially  in  August,  and  are  framed  by  blue  and 
white  cable  bands,  treated  as  three  dimensional,  on  both 
sides.  At  the  upper  corners  are  two  gray  snails  with  brown 
and  yellow  shells,  and  at  the  lower  corners  are  two  fan- 
tastic masks;  that  on  the  left  is  a  lion,  the  one  on  the  right 
a  blue  leaf-fringed  face  with  ram's  horns.  The  lower  bor- 
der has  three  dense  swags  of  fruit,  leaves,  and  flowers  in 
shades  of  red,  pink,  green,  yellow,  blue,  and  purple,  at- 
tached to  the  upper  cable  bands  by  red  and  white  ribbons, 
which  extend  on  the  left  side  to  encircle  the  lion-masks. 
The  narrower  upper  border  is  similar,  but  not  identical; 
the  ribbons  here  are  pale  blue.  The  side  borders  also  show 
floral  and  vegetable  forms;  those  on  the  left  do  not  ex- 
actly resemble  those  on  the  right.  Purple  and  white  irises, 
red  and  pink  roses,  purple  and  blue  grapes,  blue  plums, 
pink  and  yellow  pomegranates,  red,  green,  and  yellow 
apples  and  pears,  and  green  gourds  can  be  distinguished; 
they  are  tied  with  pale  blue  and  pink  ribbons.  The  guards 
are  dull  red  and  dark  pink,  with  a  yellow  stripe  on  each 
vertical  guard. 

The  outlines  are  black,  dark  brown,  dark  blue,  and 
dark  red.  Slits  are  much  used  in  the  medallions,  especially 
for  facial  details,  such  as  the  wrinkled  forehead  of  the 
man  sowing  in  October. 
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SUBJECT 

The  series  presumably  consists  of  twelve  tapestries, 
each  representing  a  month  with  its  occupation,  but  some 
of  the  subsidiary  figures  in  the  known  pieces  present 
iconographical  problems.  No  coherent  scheme  for  them 
can  be  detected  in  the  eight  known  designs  from  various 
sets.  These  are:  January,  with  the  occupation  of  feasting; 
the  deity,  Janus;  the  upper  figures,  Juno  and  Iris,  pouring 
water;  the  lower  figures,  "Nocus,"  presumably  the  wind 
Notus,  Eolus,  and  two  other  winds.  Janus  is  the  usual 
symbol  of  January  and  Juno  is  the  tutelary  goddess.1  Iris, 
who,  as  the  rainbow,  is  closely  connected  with  rain,  has 
taken  on  the  function  of  Aquarius,  one  of  the  zodiacal 
signs  of  the  month.  February  has  sitting  by  the  fire  and 
spinning  as  occupations;  the  deity  is  labeled  "Februa," 
which  is  recorded  as  a  feminine  version  of  the  Roman  god 
of  the  month,  Februus.2  The  upper  figures  are  five  winds, 
including  Boreas  and  Circius,  the  lower  are  men  and 
women  with  sleds  in  snow.  No  March  has  been  identified. 
April  has  riding  as  the  occupation  and  Flora  as  the  deity. 
The  upper  figures  are  the  winds  Notus  and  Eolus;  the 
lower,  a  woman  making  a  floral  coronet  and  a  man  sow- 
ing. May  and  June  have  not  been  identified.  July  has  reap- 
ing as  an  occupation;  the  deity  is  a  woman  holding  a 
sickle  and  ears  of  grain,  named  Rumana  Concine.  She 
thus  has  the  symbols  of  an  appropriate  goddess,  Ceres; 
her  actual  name  has  been  considered  as  a  misrendering  of 
Humana  Concinne  and  explained  as  referring  to  the 
health-giving  property  of  agricultural  labor,3  but  this  in- 
terpretation cannot  be  read  into  these  Latin  words  in 
their  classical  meaning.  Possibly  she  is  the  Roman  god- 
dess of  mowing  or  reaping,  Runcina.4  The  upper  figures 
are  Pleuresis  (pleurisy)  and  Pestilence,  the  lower,  Febres 
(fever)  and  Quinancie  (quinsy).  For  August,  see  descrip- 
tion of  3  a.  September  shows  the  vintage  with  its  appropri- 
ate deity,  Bacchus.  The  upper  figures  are  Semila  (Semele) 
and  Jupiter;  the  lower  are  two  lovers  and  a  man  in  a 
vineyard.  For  October,  see  description  of  3  b.  November 
is  known  only  from  a  description.  The  occupation  is  gath- 
ering acorns  for  pigs,  the  deity  is  Venus  or  Diana.  One 
upper  figure  is  the  northerly  wind,  Superna  (presumably 
Supernas,  as  in  3b).  Silvanus  also  appears.5  December  has 
not  been  identified. 

The  twenty-four  figures  with  hourglasses  certainly  rep- 
resent the  hours  of  the  day;  the  snails  may  be  a  symbol  of 
the  slow  but  certain  passage  of  time. 


SOURCE  OF  THE  DESIGN 

The  designs  probably  originated  in  the  same  workshop 
as  those  for  the  Twelve  Ages  of  Man  (2);  the  spandrel 
figures  are  very  much  like  the  winds  on  these  tapestries 
and,  among  other  resemblances,  the  two  men  using  a  flail 
and  a  winnowing  basket  in  October  are  close  to  similar 
figures  in  December  of  the  Twelve  Ages.  They  are  also 
related  to  the  Months  (50)  and  the  Seasons  of  Lucas  U9).6 
The  man  holding  out  his  apron  in  October,  for  instance, 
reappears  in  November  of  the  Months  of  Lucas,  and  the 
reapers  of  July  in  the  Summer  of  the  Seasons. 

MANUFACTURE  AND  DATE 

The  high  quality  of  the  tapestries  suggests  Brussels  as 
the  place  of  manufacture,  and  the  absence  of  a  city  mark 
indicates  a  date  before  1528.  The  designs  are  probably  a 
few  years  later  than  those  of  the  Twelve  Ages  (2);  the 
inscriptions  are  in  Roman  script  instead  of  black  letter, 
the  winds  wear  scantier  clothes,  the  compositions  are 
more  unified,  and  there  are  no  Gothic  details.  The  bor- 
ders, which  may,  of  course,  have  been  designed  later  than 
the  centers,  are  of  pure  Renaissance  type. 

RELATED  TAPESTRIES 

Four  other  pieces  of  this  set  are  known;  February  in  the 
Art  Institute  of  Chicago,7  April  in  the  Dumbarton  Oaks 
Research  Library,  Washington,8  July  in  the  Art  Institute 
of  Chicago,9  and  September  in  the  Minneapolis  Institute 
of  Arts.10 

Pieces  from  at  least  two  other  sets  are  known.  A  com- 
plete one  was  formerly  owned  by  the  Doria  family  in 
Rome.  The  borders  are  the  same  as  those  of  3,  but  the 
tapestries  are  almost  square  and  have  round  central  me- 
dallions; winged  heads  replace  the  signs  of  the  zodiac  and 
the  paired  figures.  January,  February,  and  August  of  this 
set  are  owned  by  Prince  Filippo  Doria  Pamphili,  Rome;11 
October  is  in  the  Palazzo  Pallavicini,  Genoa;12  the  others 
belong,  or  have  belonged,  to  Prince  Somaglia,  Prince  Co- 
lonna,  and  the  counts  Castelbarco.13  An  April,  presum- 
ably from  this  set,  was  sold  at  the  Finarte  Gallery,  Milan, 
March  6-9,  1967  (p.  8,  illus.),  and  was  owned  by  the 
Paris  dealer  Dario  Boccara  in  1976. 14  A  November 
formerly  in  the  collection  of  Count  Moroni  may  have 
been  from  this  set. 
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Another  set  is  represented  by  an  April  in  the  Rijksmu- 
seum,  Amsterdam;  the  spandrels  have  a  landscape  with 
no  figures.15 


HISTORY 

Sechan  sale,  Hotel  Drouot,  Paris,  February  22-27,  March  1- 
4, 1875,  no-  9°6>  wlth  Juh  ancl  September, 

D  .  .  .  de  G  .  .  .  [Dreyfus  de  Gonzales]  sale,  Galerie  Georges 
Petit,  Paris,  June  1-4,  1896,  no.  253,  illus.  (August),  no. 
255,  illus.  (October)^  with July,  no.  252,  illus.,  and  Septem- 
ber, no.  254,  illus. 

Owned  by  Baumgarten,  New  York  dealer. 

Bequeathed  to  the  MMA  by  Mrs.  Augustus  D.  Juilliard,  19 16. 


PUBLICATIONS 

MMA  Annual  Report  19 19,  p.  19.  Mentioned. 

J.B.  [Joseph  Breck].  "The  Juilliard  Tapestries."  MMA  Bulletin 
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Van  Marie,  Raimond.  Iconographie  de  Vart  profane  au  Moy en- 
Age  et  a  la  Renaissance.  The  Hague,  193 1,  vol.  1,  p.  394. 
Both  mentioned. 

Ackerman,  Phyllis.  Tapestry,  the  Mirror  of  Civilization.  New 
York,  1933,  p.  381.  Both  mentioned;  designs  of  series  at- 
tributed to  a  pupil  of  Bernaert  van  Orley,  related  to  Pieter 
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Viale,  Mercedes,  and  Viale,  Vittorio.  Arazzi  e  tappeti  antichi. 
Turin,  1952,  p.  48.  Both  mentioned. 

Jones,  Mary  Eirwen.  British  and  American  Tapestries.  Had- 
leigh,  Essex,  1952,  p.  77.  Both  mentioned. 

Standen,  Edith  A.  "Drawings  for  the  'Months  of  Lucas'  Tapes- 
try Series."  Master  Drawings  9  (1971)  pp.  5, 13,  n.  15.  Both 
mentioned;  designs  related  to  the  Months  of  Lucas  (50),  the 
Seasons  of  Lucas  (49),  the  Twelve  Ages  of  Man  (2),  and  the 
Dido  and  Aeneas  set  at  Hampton  Court. 


Standen,  Edith  A.  "Studies  in  the  History  of  Tapestry  1520- 
1790:  III.  Renaissance  and  Mannerism."  Apollo  114  (198 1) 
pp.  23— 25 ,  figs.  8,  9, 1 1— 1 3 .  Described  in  detail,  comparable 
pieces  listed. 


3  a  August 

DESCRIPTION 

The  sign  at  the  center  of  the  zodiacal  band  is  the  Virgin, 
with  AVGVSTVS  inscribed  in  brown  below.  At  the  top  of 
the  medallion  is  Ceres,  her  name  beside  her,  sitting  on 
pale  gray  and  brown  clouds.  She  wears  a  blue  dress  with 
red  and  brown  stripes  at  the  neck,  red  and  yellow  chains, 
one  supporting  a  locket,  green  sleeves,  and  a  blue  and 
yellow  cloak.  She  holds  seven  ears  of  yellow  grain.  A 
threshing  and  winnowing  scene  appears  below.  On  the 
left,  a  barefoot  man  in  a  dull  red  dress  and  green  leg 
coverings  with  blue  garters  raises  a  flail  in  both  hands;  a 
sheaf  of  ripe  grain  lies  on  the  ground  in  front  of  him.  To 
the  right,  a  seated  woman  holds  a  full  spindle  in  her  right 
hand;  from  it  a  thread  stretches  to  a  pale  yellow  winding 
frame  in  her  left.  She  has  a  white  headdress,  a  pale  red 
dress  with  green  sleeves,  a  brown  collar  of  watered  fabric, 
and  a  blue  apron.  Other  spindles  are  in  her  apron  pocket. 
A  child  in  white,  pink,  and  green,  holding  a  green  apple, 
climbs  onto  her  knee.  Behind  her  is  a  standing  woman  in  a 
white  headdress,  blue  dress  with  gray  cuffs  and  purple 
sleeves,  holding  a  child.  To  the  right,  a  man  with  dark 
windblown  hair  wears  a  gray  shirt  and  a  purple  and 
yellow  skirt;  he  holds  a  brown  winnowing  basket  filled 
with  yellow  grain.  Behind  him,  a  stooping  man  in  red  and 
green  carries  on  his  back  a  large  dull  brown  and  green 
sack  with  a  heart-shaped  mark.  In  the  background  on  the 
left  is  a  pale  gray  stone  building  with  a  pale  brown 
thatched  roof  and  a  tall  chimney;  a  man  in  blue  and  red  is 
seen  in  the  doorway.  On  the  right  is  a  gray,  brown,  and 
pink  brick  building  and  a  large  apple  tree  with  a  dark 
blue,  gray,  and  yellow  trunk,  and  red  and  green  fruit.  The 
foreground  is  in  shades  of  blue,  green,  and  gray;  there  is  a 
thistle  with  pink  flowers  and  other  plants.  A  blue,  brown, 
and  gray  tree  stump  has  a  pink  cloth  thrown  around  it 
and  a  pink  hat  placed  on  the  end.  There  is  also  a  pale  pink 
open  container,  probably  a  sieve,  with  a  blue  crosspiece, 
and  a  short  stick  standing  in  it.  A  landscape  of  fields, 
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trees,  rocks,  and  buildings  in  shades  of  gray,  blue,  green, 
and  yellow  is  seen  behind  the  figures;  in  the  center,  a  man 
in  gray  with  a  brown  whip  stands  on  a  threshing  stone  or 
sled  dragged  by  two  gray  horses.  The  sky  is  gray  and  pale 
brown,  with  a  yellow  aura  behind  Ceres's  head. 

The  upper  corners  between  the  oval  medallion  and  the 
borders  are  filled  with  blue  and  gray  clouds.  Against  the 
clouds  on  the  left  is  a  woman  in  a  long  green  and  yellow 
dress  with  red  bands,  sleeves,  and  belt;  she  has  a  red 
headdress  and  yellow  chains.  The  inscription  segessa  in 
brown  and  red  appears  beside  her.  On  the  other  side,  a 
woman  with  a  floating  yellow  scarf  holds  a  brown  win- 
nowing shovel.  She  wears  a  green  and  yellow  dress,  an 
elaborate  red  and  yellow  breastplate,  a  white  blouse,  red 
half-sleeves  attached  with  blue  cords,  and  a  blue  belt.  The 
inscription  cvcvlina  in  brown  is  beside  her  (see  detail). 

The  lower  corners  have  trees  in  the  background,  with  a 
tall  apple  tree  on  the  right.  At  the  left  is  a  man  emptying 
yellow  grain  from  a  brown  container  or  sieve  with  a  blue 
crosspiece  into  a  gray  sack;  he  wears  a  white  shirt,  yellow 
and  green  dress,  pink  leg  coverings,  and  gray  shoes.  The 
mouth  of  the  sack  is  held  open  by  a  woman;  she  has  a 
yellow  straw  hat  over  a  white  head  covering,  a  pink  dress, 
and  a  blue  apron.  A  gray  and  brown  bird  pecks  at  fallen 
grains  behind  the  man.  To  the  right  is  a  gray,  brown,  and 
yellow  hen  with  a  chick  on  her  back  and  some  others  on 
the  ground  near  her  (see  detail).  A  short  gray  stick  with 
blue  ends  lies  behind  the  man's  leg.  In  the  right  corner,  a 
man  in  red  with  blue  garters  and  shoes  holds  a  full  gray 
sack  on  his  back.  Beside  him  are  two  full  yellow-gray 
sacks  fastened  with  red  straps  and  yellow  buckles,  and  a 
large  gray-pink  container  or  sieve  with  a  blue  crosspiece. 
The  foreground  is  in  shades  of  green  with  a  red-flowered 
plant  on  the  left,  a  primrose  near  the  chickens,  a  thorn- 
bush  with  blue  berries,  and  a  white  convolvulus  on  the 
right. 


CONDITION 

Dark  brown  areas  throughout  show  many  bare  warps; 
they  are  particularly  noticeable  on  the  underside  of  Ceres's 
cloak,  the  winnowing  basket,  and  some  of  the  letters, 
numbers,  and  outlines.  Patches  in  the  upper  corners  and 
the  lower  border  on  the  left  have  been  painted  to  match 
the  surrounding  fabric.  Modeling  slits  in  some  of  the 
faces  have  been  sewn  up. 


Details  of  3a 


SUBJECT 

Ceres,  the  goddess  of  corn  and  harvests,  is  the  tutelary 
deity  of  August.  "Segessa"  is  presumably  Segesta  or  Se- 
getia,  the  Roman  goddess  of  the  standing  crop,16  and 
"Cuculina"  should  be  Tutilina  or  Tutulina,  who  pro- 
tected the  stored  grain.17  The  labors  (except  for  wool 
winding)  that  are  being  performed  in  the  medallion  and 
the  lower  corners  of  the  tapestry  are  usual  ones  for  the 
month.  Tutulina  holds  a  winnowing  shovel,  and  thresh- 
ing is  being  carried  out  by  means  of  a  stone  or  sled  in  the 
background.18 

RELATED  TAPESTRIES 

The  example  in  the  Palazzo  Doria  Pamphili,  Rome, 
except  that  it  is  almost  square  and  has  a  different  border 
to  the  central  medallion,  is  very  close  to  3  a.  Ceres,  how- 
ever, has  a  dark  dress,  and  the  full  sack  carried  by  the  man 
on  the  right  has  no  mark  on  it. 

A  narrow  tapestry  with  the  left  portion  of  the  central 
design  was  in  the  V.  and  L.  Benguiat  sale,  American  Art 
Association,  New  York,  November  30,  192.9  (no.  50, 
illus.),  was  sold  again  at  the  same  auction  house,  Novem- 
ber 4,  5,  1932  (no.  254,  illus.),  and  was  in  the  Valeria 
Knapp  Langeloth  Bonham  sale,  Parke-Bernet,  New  York, 
January  15, 16, 1954  (no.  314,  illus.).  It  includes  the  man 
with  a  flail,  the  group  of  women  and  children,  the  build- 
ing behind  them,  and  the  tree  stump  with  the  hat  and 
drapery  in  the  foreground.  It  is  slightly  larger  at  the  top 
and  bottom,  showing  more  sky  (without  Ceres)  and  more 
plants,  with  the  hen  and  chickens  from  the  corner  of  3  a 
placed  in  the  left  foreground.  The  borders  are  the  same  as 
those  of  3  a. 


3  b  October 

DESCRIPTION 

The  sign  at  the  top  of  the  zodiacal  band  is  the  Scorpion, 
with  OCTOBER  inscribed  in  brown  beneath  it.  At  the  top 
of  the  medallion  is  Jupiter  in  red  and  yellow  classical 
armor,  with  a  green  blue-lined  cloak  fastened  at  his  right 
shoulder;  the  name  ivpiter  in  black  is  seen  beside  him. 
The  clouds  around  him  are  gray  and  pale  yellow;  the  sky 


on  the  right  is  blue  with  white  clouds.  His  left  hand  grasps 
part  of  the  dark  blue-green  object  on  which  he  seems  to 
sit;  it  may  be  a  plow.  A  scene  in  the  fields  of  a  crop  being 
sown  is  depicted  in  the  lower  part  of  the  medallion.  On 
the  left,  a  seated  woman  in  a  yellow-green  dress,  blue 
collar,  red  sleeves,  and  brown  shoes  holds  a  distaff  tied 
with  a  red  band  in  one  hand  and  places  the  other  on  the 
head  of  a  child  in  gray  and  pink  at  her  knee.  She  wears  a 
dark  red,  blue,  and  yellow  cap  tied  under  her  chin  and  has 
a  large  gray  and  yellow  hat  slung  behind  her.  A  pink  bag 
and  blue  keys  hang  from  her  blue  sash.  The  child  holds  a 
yellow  apple.  In  the  center  is  a  dark-haired  man  holding 
in  his  right  hand  one  end  of  a  narrow  pale  gray  apron, 
which  goes  around  his  neck;  yellow  grain  falls  from  his 
left  hand  onto  the  harrowed  soil.  He  wears  a  dark  red 
jacket  with  bunches  of  ribbons  at  the  shoulders,  blue- 
green  leggings  with  pink  ties,  yellow  shoes,  and  a  sword  at 
his  left  side.  On  the  right,  a  man  with  a  large  yellow  and 
gray  straw  hat,  short  blue  and  yellow  cape,  and  a  red  and 
yellow  dress  with  blue  decoration,  holds  his  pale  gray 
apron  with  both  hands  to  receive  grain  from  a  man  in  a 
pink  cap,  green  and  yellow  sleeves,  pale  pink  dress,  and 
red  leggings,  who  bends  to  plunge  his  hand  into  a  pale 
gray  sack;  the  yellow  hilt  of  a  weapon  is  seen  at  his  back. 
A  darker  gray  full  sack  stands  in  front  of  him.  Behind  this 
pair  is  a  boy  in  red  and  orange,  his  raised  right  hand 
holding  a  stick.  He  leads  two  brown  and  gray  horses  with 
brown  collars  and  ropes  attached  to  a  triangular  gray 
harrow.  A  tree  with  a  brown  and  blue  trunk  and  blue- 
green  and  yellow  leaves  rises  behind  the  woman  with  a 
distaff;  a  vine  twisting  up  it  has  blue  grapes.  Behind  it  is  a 
huge  gray  cliff.  Behind  the  figures  is  a  landscape  with 
trees,  steep-roofed  thatched  houses,  castles,  fields,  and 
rocks,  with  several  small  figures,  in  tones  of  green,  yellow, 
blue,  pale  brown,  and  gray;  on  the  right  is  a  stretch  of 
blue  water  with  a  pale  brown  ship.  The  foreground  is  in 
shades  of  gray,  brown,  green,  and  blue;  there  is  a  bramble 
bush  with  red  and  blue  blackberries  and  other  plants.  A 
small  yellow  and  green  animal,  perhaps  a  weasel,  sits  on  a 
stone  at  the  left. 

The  upper  corners  show  two  dark-haired  male  figures 
on  a  background  of  pale  gray,  brown,  and  yellow  clouds. 
The  one  on  the  left  has  a  green  and  yellow  drapery  thrown 
around  him  and  carries  a  gray  fan;  to  his  right  is  the  word 
svpernas  in  yellow.  The  other,  in  a  white  dress  with  blue 
drapery  over  it,  holds  a  red-lined  bellows;  in  the  sky  is  the 
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inscription  in  brown:  notvs.  The  background  of  the 
lower  left  corner  is  an  oak  tree  with  a  brown  and  green 
trunk  and  green  and  yellow  leaves,  which  extends  into  the 
clouds.  At  its  foot  is  seated  a  man  with  a  high  brown  hat 
decorated  with  red  feathers  (see  detail).  He  wears  a  pale 
red  cape  with  jagged  edges,  a  dull  yellow  robe,  and  blue 
leggings  tied  below  the  knee  with  red  cords.  He  holds  the 


ropes  that  control  a  brown  and  yellow  bird  snare.  At  his 
right  side  is  a  dull  red  pouch;  a  wing  of  a  bird,  probably  a 
lure,  protrudes  from  it  and  a  short  blue  knife  is  seen 
behind  it.  On  the  ground  are  a  pair  of  gray  wooden  clogs 
with  blue  ties  and  a  T-shaped  staff;  a  pink  and  gray  water 
bottle  stands  on  the  right.  A  blue  and  a  brown  bird  are 
fluttering  under  the  snare.  The  tree  on  the  right  side  of  the 


Detail  of  3b 


tapestry  has  red  and  green  apples;  a  yellow  ladder  leans 
against  it.  At  its  foot  is  a  young  man  with  dark  brown 
hair,  a  red  and  yellow  dress,  dark  pink  leggings,  and  gray 
shoes.  He  puts  a  hand  on  the  handle  of  a  basket  filled  with 
red  and  green  apples.  Several  similar  apples  lie  on  the 
ground.  The  head  of  a  boy  with  yellow  hair,  his  out- 
stretched arm  in  a  blue  sleeve,  is  seen  behind.  The  fore- 
ground is  in  shades  of  gray,  brown,  green,  and  blue,  with 
a  number  of  plants. 

CONDITION 

There  are  carefully  darned  areas  in  the  dress  of  the 
woman  with  a  distaff.  The  dark  brown  areas  on  the  sack 
at  the  right  and  in  the  foreground  plants  show  some  bare 
warps;  other  brown  areas,  such  as  that  behind  the  child's 
bare  leg  and  some  of  the  letters  and  numbers,  are  replace- 
ments. 

SUBJECT 

Jupiter  is  the  tutelary  god  for  July,  not  October,  which 
belongs  to  Mars,  and  Scorpio  is  not  one  of  the  two  houses 
of  the  planet  Jupiter.  No  reason  why  he  should  sit  on  a 
plow  has  been  suggested.  Supernas,  as  he  is  shown  hold- 
ing a  fan,  should  be  a  summer  wind,  like  the  comparable 
figures  in  the  July  and  August  sections  of  the  Twelve  Ages 
(2c),  but  the  name  is  that  of  a  northerly  wind.19  Notus  is 
the  south  wind.  The  occupations  shown  are  those  fre- 
quently found  for  October.20 

RELATED  TAPESTRIES 

A  narrow  vertical  panel  in  the  Art  Institute  of  Chicago 
is  an  adaptation  of  the  right  half,  omitting  Jupiter;  the 
landscape  has  been  much  altered,  but  the  men  and  horses 
are  identical  and  the  borders  very  similar. 


NOTES 

i .  A.  Warburg,  Italienische  Kunst  und  internazionale  Astrologie  im 
Palazzo  Schifanoja  (Rome,  1922)  p.  9,  with  reference  to  lines  from 
Manilius,  Astronomicon,  bk.  2,  lines  439-47,  naming  the  gods 
that  rule  each  sign  of  the  zodiac. 


2.  H.  Steuding,  in  Ausfuhrliches  Lexikon  der  griechischen  und  ro- 
mischen  Mythologies  ed.  W.  H.  Roscher,  vol.  1,  pt.  2  (Leipzig, 
1886-90)  s.v.  "Februus." 

3.  Gobel,  Wandteppiche  I,  vol.  1,  pp.  166, 167. 

4.  R.  Peter,  in  Ausfuhrliches  Lexikon,  vol.  2,  pt.  1  (1890-94)  s.v. 
"Indigitamenta." 

5.  In  the  collection  of  Count  Moroni,  Rome,  in  1856  (X.  Barbier  de 
Montault,  "Inventaire  descriptif  des  tapisseries  de  haute-lisse  con- 
serves a  Rome,"  Memoires  de  VAcademie  des  Sciences,  Lettres  et 
Arts  d* Arras,  2nd  ser.,  10  [1878]  pp.  231,  232). 

6.  Standen,  "Drawings  for  the  'Months  of  Lucas,' "  pp.  5,  6. 

7.  With  July,  Societe  Seligmann  sale,  Galerie  Georges  Petit,  Paris, 
March  16, 17, 19 14,  nos.  222,  223, /wfy  illus. 

8.  Sophie  Schneebalg-Perelman,  "Richesses  du  Garde-Meuble  pari- 
sien  de  Francois  Ier:  Inventaires  inedits  de  1542  et  1551,"  Gazette 
des  Beaux- Arts,  6th  ser.,  78  (1 971)  p.  280,  fig.  10. 

9.  John  David  Farmer,  "A  Painting  of  the  Pentecost  by  Bernard  van 
Orley,"  Bulletin  of  The  Art  Institute  of  Chicago  67  (September- 
October  1973)  p.  19,  illus.  Said,  "with  some  certainty,"  to  be  after 
Bernaert  van  Orley. 

10.  "Tapestry  of  Famous  Months,"  Minneapolis  Bulletin,  pp.  61-66. 
July  and  September  were  with  3  in  the  Sechan  and  Dreyfus  de 
Gonzales  sales. 

11.  Giorgio  Torselli,  La  Galleria  Doria  (Rome,  1969)  figs.  40,  41 
(February  and  January,  in  private  apartments).  Information  about 
August  provided  by  Princess  Orietta  Doria. 

12.  Great  Houses  of  Italy  (London,  1968)  p.  122,  illus. 

13.  Viale,  Arazzi,  p.  47,  no.  30. 

14.  Dario  Boccara,  Les  Belles  Hemes  de  la  tapisserie  (Zug,  1971)  p. 
60,  illus. 

15.  A.M.L.E.  Mulder-Erkelens,  Wandtapijten  2,  Facetten  der  Ver- 
zameling,  Rijksmusem,  2nd  ser.,  no.  5  (Amsterdam,  1971)  p.  8, 
fig.  2.  Dated  in  the  first  quarter  of  the  sixteenth  century,  design 
attributed  to  Bernaert  van  Orley.  From  the  duke  of  Roxburghe 
sale,  Christie's,  London,  May  31, 1956,  no.  165,  illus. 

16.  Georg  Wissowa,  Paulys  Real-Encyclopadie  der  classischen  Alter- 
tumswissenschaft,  new  ed.,  ser.  2,  vol.  2  (Stuttgart,  1923)  s.v. 
"Segesta,"  "Segetia." 

17.  R.  Peter,  in  Ausfuhrliches  Lexikon,  vol.  2,  pt.  1,  s.v.  "Indigita- 
menta, Tutilina."  This  identification  was  suggested  by  Marjorie 
Milne. 

18.  Threshing  stones  and  sleds  are  described  by  Paul  Scheuermeier, 
Bauernwerk  in  Italien  (Erlenbach-Ziirich,  1943)  pp.  128, 129,  fig. 
301,  pis.  228,  229.  The  sled  is  said  to  be  "dragged  round  a  thresh- 
ing floor  by  animals,  normally  with  a  person  standing  or  sitting  on 
the  sled  to  give  it  weight"  (Linda  Cheetham,  "Threshing  and  Win- 
nowing— An  Ethnographic  Study,"  Antiquity  56  [1982]  pp.  128, 
129).  Winnowing  shovels  and  baskets  like  those  of  3b  are  illus- 
trated in  Scheuermeier,  Bauernwerk,  figs.  307,  310,  pis.  111, 
233-36. 

19.  Fabritius  Padovanus,  Tractatus  duo,  alter  Ventis,  alter  perbrevis  de 
terraemotu  (Bonn,  1601)  p.  43.  The  name  has  not  been  found  in 
earlier  works. 

20.  A  similar  triangular  harrow  drawn  by  two  horses  is  seen  in  the 
October  of  the  MS  Munich  Cod.  lat.  27345.  Catching  birds  is  an 
occupation  for  November  in  the  Grimani  Breviary. 
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4  Adoration  of  the  Kings 


Flemish  (Brussels);  designed  by  Bernaert  van  Orley  (c.  149 1- 
1541/41)  or  his  workshop,  and  woven,  possibly  by  Pieter  van 
Aelst  (fl.  1495-1531),  1530-35. 

Wool,  silk,  and  silver  and  silver-gilt  thread. 

4  ft.  2  in.  x  5  ft.  (1.27  m  x  1.52  m). 

20  warps  per  inch,  8  per  centimeter. 

Bequest  of  Benjamin  Altman,  1913  (14.40.706). 

DESCRIPTION 

The  fair-haired  Virgin  sits  on  a  low,  carved,  gray  bench 
or  step;  on  her  head  is  a  white  kerchief,  above  it  a  trans- 
lucent halo  in  metal  thread,  now  black.  She  wears  a  blue 
dress  with  white  highlights,  a  red  belt,  and  a  white  scarf. 
Extensive  areas  on  her  right  side  are  of  metal  thread,  most 
of  which  is  now  black,  except  for  patches  of  gold  over  her 
right  leg;  apparently  these  areas  were  originally  silver  with 
gold  highlights.  Her  sandals  have  red  thongs,  with  a  small 
jewel  between  the  great  toe  and  the  next.  The  Moorish 
king,  on  the  left,  has  brown  hair  and  a  red  and  metal- 
thread  crown.  He  wears  a  red  costume  and  armor  with 
yellow  decoration  and  much  metal  thread,  some  of  which 
still  shows  as  gold.  His  boots  are  red  with  brown  ties;  they 
have  cuffs  of  brown  and  cream  fur.  Over  his  left  shoulder 
and  arm,  falling  in  front  of  his  body,  over  his  right  hand, 
and  in  a  long  pointed  fold  below  the  elbow,  is  a  striped 
scarf  in  yellow,  blue,  red,  and  metal  thread;  on  this  he 
holds  an  elaborate  covered  cup  with  dangling  chains,  in 
red  and  metal  thread.  The  blue  scabbard  of  his  sword  is 
seen  at  his  left  side;  his  red  and  metal-thread  scepter  lies  on 
the  steps  to  his  right.  The  kneeling  king  has  white  hair  and 
beard;  he  supports  the  Child's  left  foot  in  his  right  hand 
and  raises  it  to  his  lips.  He  wears  a  dark  blue  garment, 
leggings,  and  sandals,  with  a  pale  blue  sash,  and  red 
sleeves  with  yellow  highlights.  His  leg  coverings  are  deco- 
rated in  red,  and  the  long,  jagged  outer  sleeve  that  trails 
from  a  red  band  above  his  left  elbow  to  his  left  foot  is  blue 
and  yellow,  lined  with  white  ermine;  a  portion  of  the 
corresponding  right  sleeve  is  visible  below  his  left  leg,  its 
lining  more  clearly  identifiable  as  ermine.  His  sandal  has 
white  circles  and  red  and  metal-thread  decoration.  A  large 
pink  scabbard  with  brown  and  yellow  areas  hangs  on  a 
heavy  red  and  yellow  chain  at  his  side.  Metal  thread,  now 
black,  was  used  extensively,  especially  on  his  sleeves.  A 


covered  cup  in  red,  pink,  yellow,  and  metal  thread  stands 
on  the  step  near  his  left  hand;  his  red  and  metal-thread 
scepter  lies  partly  on  his  turban  beside  it.  The  turban  is 
white,  with  blue  jewels;  it  has  a  side  piece  with  a  red  jewel 
surrounded  by  blue  ones  and  is  topped  by  a  small  crown  in 
yellow  and  metal  thread.  The  third  king  strides  into  the 
scene  from  the  right.  He  has  a  red  and  metal-thread 
crown,  gray  hair  and  beard,  and  wears  brownish  armor 
over  a  blue  garment,  the  sleeves  largely  covered  with  metal 
thread;  a  long  scarf  in  pink  and  yellow  with  metal  thread 
falls  over  his  right  shoulder  and  streams  out  behind  him.  It 
hangs  in  front  of  him  to  his  right  knee  and  is  caught  up  in 
both  his  hands,  so  that  he  holds  it  under  an  elaborate  red 
and  metal-thread  covered  cup.  He  has  brown  laced  leg- 
gings, worn  over  red  hose,  and  a  brown,  orange,  and  yel- 
low scabbard,  decorated  in  blue  and  pink,  with  a  curved 
hilt,  hanging  from  a  chain  at  his  side. 

Three  fluted  brown,  yellow,  and  gray  columns  divide 
the  background.  The  two  in  the  center  have  a  low  gray 
wall  between  them;  behind  this  the  head  and  neck  of  the 
ass  and  the  horns  and  part  of  the  head  of  the  ox  are  visible. 
Joseph,  also  behind  the  wall,  rests  his  left  arm  on  it;  he  has 
gray  hair  and  beard  and  is  dressed  in  red,  covered  with 
much  metal  thread.  The  head  of  a  bearded  man  in  a  red 
cap  is  seen  beyond  him.  Behind  the  group  is  a  ruined 
classical  building  with  a  small  arch;  it  is  made  of  blue 
marble,  with  gray  and  pale  green  moldings,  and  is  partly 
covered  with  dark  blue  vegetation.  A  pile  of  brown  stones 
is  seen  against  the  sky  above  the  building  and  a  tree  with 
dark  blue  leaves  grows  on  the  right.  The  background  on 
the  left  shows  another  blue  building,  with  a  pale  blue 
cornice,  partly  covered  with  dark  blue  foliage,  with  bright 
patches  of  cream  silk.  A  landscape,  with  blue  and  green 
trees  and  yellow  fields,  is  seen  on  the  right.  The  sky  is  pale 
blue  at  the  top,  shading  to  gray  lower  down,  with  much 
use  of  cream  silk.  The  foreground  shows  two  gray  steps, 
the  treads  inlaid  with  yellowish  marble,  containing  much 
metal  thread;  some  small  yellow  plants  are  seen  at  the 
base. 

Inside  and  outside  the  central  section  of  the  border  there 
are  narrow  bands  of  metal  thread,  now  mostly  black,  but 
with  some  areas  still  showing  as  gold,  overlapped  in  many 
places  by  the  main  border  decoration.  This  has  a  pink  and 
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red  ground  with  a  green,  blue,  and  yellow  palm  stem  ex- 
tending from  eight  small  cuplike  containers  near  the  cor- 
ners. The  stems  are  partly  covered  with  fruit,  flowers,  and 
foliage;  ribbons  hold  bunches  of  flowers  and  fruit  at  the 
corners.  All  four  sides  are  different.  The  upper  border 
includes  two  birds,  pomegranates,  red  and  white  lilies, 
blue  plums,  yellow  daffodils,  and  pears;  the  lower  has 
three  birds,  one  a  parrot,  red  and  white  roses,  pinks,  and 
other  flowers.  The  left  border  has  three  birds,  pale  blue 
convolvulus,  white  peonies,  and  bunches  of  blue  grapes; 
the  right  has  three  birds,  including  an  owl  and  a  robin, 
pinks,  cherries,  and  green  and  yellow  pea  pods.  There  is 
much  silk,  but  little  metal  thread.  The  guards  are  pale 
reddish  brown. 


CONDITION 

Most  of  the  metal  thread,  used  freely  throughout  the 
main  scene,  has  tarnished,  as  noted,  and  is  now  black.  The 
silk  areas  are  largely  replacements;  they  are  particularly 
conspicuous  in  the  sky  and  landscape  on  the  right,  the 
cloth  on  which  the  Child  sits,  and  the  borders.  The  colors 
are  probably  considerably  faded. 


SUBJECT 

Van  Orley  has  used  the  standard  iconography  for  the 
scene,  except  for  the  head  of  the  man  visible  between 
Joseph  and  the  animals.  The  paintings  related  to  the  tapes- 
try show  many  of  the  kings'  followers:  one  on  the  far  left, 
next  to  a  column,  seems  to  be  the  source  of  the  extra  man 
in  the  tapestry. 

SOURCE  OF  THE  DESIGN 

Two  paintings  by  Bernaert  van  Orley  or  his  workshop 
show  what  is  basically  the  same  composition  with  some 
added  figures  and  architecture.  One  is  in  the  Philadelphia 
Museum  of  Art  (fig.  4);1  the  other,  a  somewhat  simplified 
version  dated  1533,  was  sold  at  Lempertz,  Cologne,  No- 
vember 18-27,  1968  (no.  34,  illus. ). 2  The  central  group  in 
the  paintings  and  the  tapestry — the  Madonna,  the  kneeling 
king,  and  the  king  rushing  in  from  the  right — is  derived 
from  a  tapestry  of  the  subject  in  the  Raphaelesque  Scuola 
nuova  set  in  the  Vatican;  this  set  was  ordered  from  the 
Brussels  weaver  Pieter  van  Aelst  before  1524  and  was  in 


Rome  by  1 5  3 1 .3  Thirty-four  fragments  of  the  cartoons  are 
known  and  are  attributed  to  Tommaso  Vincidor  and  to 
unidentified  Flemish  artists.4  In  several  details,  4  is  closer 
to  the  Vatican  tapestry  than  it  is  to  the  two  paintings; 
instances  are  the  attitude  of  the  Child,  whose  left  foot  is 
kissed  by  the  kneeling  king  in  the  tapestries  (the  right  foot 
is  kissed  in  the  paintings),  the  position  of  the  kneeling 
king's  left  hand,  and  his  nearly  bare  left  foot,  with  the 
great  toe  separated  from  the  others  (seen  on  the  striding 
king  in  the  Vatican  tapestry  and  on  a  cartoon  fragment).5 
The  figure  on  the  left,  who  in  the  painting  is  an  attendant 
handing  a  cup  to  a  king,  is  derived  from  the  Raphaelesque 
panel  of  this  subject  in  the  Vatican  Logge.6 

The  Philadelphia  painting  is  usually  dated  to  an  early 
period  in  van  Orley's  career,  probably  about  15 22. 7  The 
design  of  the  tapestry  might  be  somewhat  later  or  con- 
temporaneous with  the  1533  painting. 

WEAVER  AND  DATE 

The  tapestry  may  well  have  been  woven  in  the  work- 
shop of  Pieter  van  Aelst,  who  had  the  cartoons  for  the 
Scuola  nuova  set.  The  style  of  the  border  suggests  a  date 
close  to  1530—35.  The  tapestry  is  too  small  to  have  been 
obligated  to  carry  a  city  mark. 

RELATED  TAPESTRY 

An  Adoration  of  the  Kings  in  Milan  Cathedral8  has 
some  similarities  in  the  general  composition  and  details, 
such  as  the  spiked  crowns  worn  by  two  of  the  kings,  but  is 
certainly  considerably  later. 

HISTORY 

Said  to  have  belonged  to  Stefano  Bardini,  Florence. 

In  the  Oscar  Hainauer  collection,  Berlin;  he  died  in  1894  and 

his  widow,  Julie  Hainauer,  sold  the  collection  to  Joseph 

Duveen  in  1906.9 
Bequeathed  to  the  MMA  by  Benjamin  Altman,  1913. 

EXHIBITION 

Berlin,  1898.  Ausstellung  von  Kunstwerken  des  Mittelalters 
und  der  Renaissance  aus  Berliner  Privatbesitz.  Catalogue, 
1899,  by  Max  J.  Friedlander,  p.  19,  pis.  v,  lix.  Said  to  be 
certainly  after  Bernaert  van  Orley. 
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fig.  4.  The  Adoration  of  the  Magi,  by  Bernaert  van  Orley.  Oil  on 
wood.  John  G.  Johnson  Collection  at  the  Philadelphia  Mu- 
seum of  Art  (cat.  no.  400). 


PUBLICATIONS 

Bode,  Wilhelm.  Die  Sammlung  Oscar  Hainauer.  Berlin,  1897, 

p.  132,  no.  44,  illus.  Called  after  van  Orley. 
MMA  Annual  Report  1914,  p.  57.  Listed. 
Valentiner,  Wilhelm  R.  "Tapestries  from  Designs  by  Bernaert 

von  Orley."  Artin  America  1  (1913^.  57.  Listed  as  after  van 

Orley. 

Handbook  of  the  Benjamin  Altman  Collection.  MMA,  New 
York,  1914,  pp.  145-46,  no.  80,  illus.  Said  to  be  from  a 
drawing  by  van  Orley. 

Hunter,  George  Leland.  "The  Tapestries  of  the  Altman  Col- 
lection." A rts  and  Decoration  5  (1915)  p.  94,  illus.  Described 
as  designed  by  van  Orley. 

Gobel.  Wandteppiche  I,  vol.  1,  pp.  161,  416,  441;  vol.  2,  pi. 
133.  Called  mid-sixteenth  century. 

Monod,  Francois.  "La  galerie  Altman  au  Metropolitan  Mu- 
seum de  New- York:  II.  Les  sculptures  et  les  objets  d'art." 
Gazette des  Beaux-Arts,  5th  ser.,  8  (1923)  pp.  373, 374,  illus. 
Called  after  van  Orley  and  related  to  the  Philadelphia  paint- 
ing, which  is  said  to  be  in  his  manner,  slightly  less  advanced  in 
style  than  the  tapestry. 

Ackerman,  Phyllis.  "Bernard  van  Orley  as  Tapestry  Designer." 
Art  in  America  13  (1924)  p.  47.  Said  to  be  the  only  miniature 
Brussels  tapestry  after  van  Orley. 

Hunter,  George  Leland.  "Two  Tapestries  in  the  Lehman  Col- 
lection." International  Studio  85  (December  1926)  p.  62. 
Listed  among  tapestries  after  van  Orley. 

Marillier,  H.  C.  "Tapestries  at  St.  John's  College,  Oxford." 
Burlington  Magazine  49  (1926)  p.  211,  pi.  2B. 

Handbook  of  the  Benjamin  Altman  Collection.  MMA,  New 
York,  1928,  pp.  145-46,  illus.  Said  to  have  been  probably 
designed  by  van  Orley. 

Friedlander,  Max  J.  Die  Altniederlandische  Malerei.  Vol.  8,  Jan 
Gossart,  Bernart  van  Orley.  Berlin,  1930,  p.  127,  no.  4. 
Trans,  by  Heinz  Norden  as  Early  Netherlandish  Painting. 
Vol.  8,  New  York,  1972,  pp.  77,  no.  4.  Listed  among  tapes- 
tries after  van  Orley. 


Konig,  Wolfgang.  Der  italienische  Einfluss  in  der  flamischen 
Malerei  im  ersten  Drittel  des  16.  Jahrhunderts.  Wurzburg, 
1936,  p.  44.  Attributed  to  van  Orley,  the  central  group  de- 
scribed as  derived  from  the  Scuola  nuova  tapestry. 

Standen,  Edith  A.  "Some  Sixteenth-Century  Flemish  Tapestries 
Related  to  Raphael's  Workshop."  MMA  Journal  4  (1971) 
pp.  109-15,  fig.  1.  Relationship  to  van  Orley  paintings  and 
Raphaelesque  tapestry,  paintings,  and  drawings  discussed. 

Ainsworth,  Maryan  Wynn.  "Bernart  van  Orley  as  a  Designer  of 
Tapestry."  Ph.D.  diss.,  Yale  University,  New  Haven,  1982, 
pp.  40, 49—51,  fig.  18.  Dated  about  1525. 

NOTES 

1.  John  G.  Johnson  Collection,  Catalogue  of  Flemish  and  Dutch 
Painting  (Philadelphia,  1972)  p.  65,  no.  400;  Standen,  "Some 
Sixteenth-Century  Flemish  Tapestries,"  fig.  2. 

2.  Previously  in  the  Z.  Bruck  sale,  Kende  Galleries,  New  York,  June  5 , 
1940,  no.  23,  illus.,  and  in  a  Sotheby's  sale,  March  11,  1964,  no. 
128.  In  the  Cologne  sale  it  was  called  "aus  dem  Kreise  des  Bernart 
van  Orley." 

3.  Eugene  Miintz,  Les  Tapisseries  de  Raphael  au  Vatican  et  dans  les 
principaux  musees  et  collections  de  VEurope  (Paris,  1897)  pp. 

36-38. 

4.  N.  Dacos,  "Tommaso  Vincidor,  un  eleve  de  Raphael  au  Pays-Bas," 
Relations  artistiques  entre  les  Pays-Bas  et  Vltalie  a  la  Renaissance, 
Etudes  dediees  a  Suzanne  Sulzberger  (Brussels  and  Rome,  1980)  p. 
80  n.  71,  p.  88  n.  112. 

5.  Dacos,  "Tommaso  Vincidor,"  pi.  26,  attributed  to  a  Flemish 
master. 

6.  Nicole  Dacos,  he  Logge  di  Raffaello  (Rome,  1977)  pp.  203,  204. 
The  painting  is  attributed  to  Vincenzo  Tamagni(?),  and  a  related 
drawing  in  the  Ashmolean  Museum  is  said  to  be  a  copy,  perhaps 
after  Perino  del  Vaga.  The  same  author  ("Tommaso  Vincidor,"  p. 
88)  believes  that  Vincidor,  who  worked  on  the  Logge,  may  have 
taken  drawings  of  them  to  Brussels. 

7.  Friedlander,  Early  Netherlandish  Painting,  vol.  8,  p.  105,  pi.  102. 

8.  Mario  Salmi,  "II  Tesoro  del  Duomo  di  Milano,  II,"  Dedalo  5 
(1924—25)  pp.  368-71,  illus. 

9.  James  Henry  Duveen,  The  Rise  of  the  House  of  Duveen  (New 
York,  1957)  pp.  251-56. 
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5  The  Crucifixion 


Flemish  (Brussels);  probably  designed  in  the  studio  of  Bernaert 
van  Orley  (c.  1491-1541/42),  and  probably  woven  in  the 
workshop  of  Pieter  van  Aelst  (fl.  1 49 5-1 5  3 1)  or  of  Pieter  de 
Pannemaker  (fl.  15 17-153 5),  1520-30. 

Wool,  silk,  silver  thread,  and  silver-gilt  thread. 

8  ft.  3  in.  x  8  ft.  2  in.  (2.51  m  x  2.49  m). 

20-21  warps  per  inch,  7-8  per  centimeter. 

Bequest  of  George  Blumenthal,  194 1  (41. 190. 13  6). 


DESCRIPTION 

Christ  has  fair  hair  and  beard  and  a  pale  blue  and  gold 
loincloth.  Above  his  head  is  the  reversed  inscription: 
1  •  N  *  r  •  1  •  (the  first  I  is  no  longer  visible).  His  right  hand, 
with  the  first  two  fingers  extended,  makes  the  gesture  of 
blessing.  The  crown  of  thorns  is  yellow  and  the  cross  dull 
yellow  with  metal-thread  markings.  White  and  dark  blue 
clouds  swirl  around  the  upper  part  of  the  cross,  where 
they  are  largely  of  metal  thread.  On  the  left  is  the  sun,  as  a 
face  with  gold  rays,  on  pink  and  black  clouds;  on  the  right, 
the  crescent  moon,  with  a  face  in  profile,  on  lighter  clouds. 
In  the  sky  near  each  of  them  are  two  cherub  heads.  Below, 
ten  fair-haired  angels,  five  on  each  side,  carry  symbols  of 
the  Passion.  On  the  left,  an  adult  angel  in  a  blue  robe, 
highlighted  in  gold,  with  a  red  decoration  on  the  collar 
and  hem,  and  wings  red  below  and  blue  above,  holds 
Veronica's  veil.  Another  full-grown  angel  holds  the  long 
yellow  spear  that  pierced  Christ's  side  or  the  rod  with  the 
vinegar-filled  sponge  on  the  end;  his  wings  are  blue  above 
and  white  below,  his  robe  red,  with  gold,  and  blue  and 
yellow  sleeves.  The  three  angels  below  are  partially  nude 
children.  The  one  on  the  left  holds  the  three  nails  in  a 
yellow  cloth;  he  has  red  and  yellow  wings  and  a  blue  and 
gold  robe.  A  smaller  nude  angel  beside  him  has  red  and 
gold  wings;  he  holds  a  red  and  gold  chalice  with  a  white 
Host  resting  on  its  rim  in  his  left  hand,  which  is  covered 
with  a  green  and  yellow  cloth.  The  angel  nearest  the  cross 
holds  a  knotted  scourge;  his  wings  are  pink  above  and 
cream  below  and  he  wears  a  loose  orange  and  metal- 
thread  garment.  On  the  right,  the  farthest  angel  carries  the 
white  column  of  the  Flagellation,  which  has  an  elaborate 
capital  and  base  in  red  and  metal  thread.  His  wings  are 
pink,  blue,  and  gold,  his  robe  red,  pink,  and  gold,  with  a 
blue  and  yellow  sash  and  undergarment.  An  adult  angel 


nearer  the  cross  holds  a  red  and  gold  bucket  (for  the  mixed 
wine  and  myrrh)  and  the  yellow  spear  or  the  rod;  his 
wings  are  gold  above  and  pink  below,  and  his  robe  blue 
with  a  pink  hem.  Below  him  are  three  partially  clad 
smaller  angels.  The  uppermost  holds  a  covered  jar  on  a 
white  cloth;  his  wings  are  white  and  his  dress  blue.  The 
angel  nearest  the  cross  holds  a  bundle  of  twigs;  he  has  blue 
and  gold  wings,  a  red  and  gold  robe,  and  a  yellow  sash. 
The  outermost  angel  holds  a  covered  cup  in  each  hand  on 
top  of  a  long  green  and  yellow  cloth  thrown  over  his 
shoulders;  his  wings  are  red  and  blue  and  he  wears  a  gray 
garment  with  a  red  sash. 

On  the  ground  below  the  cross,  Saint  John  approaches 
from  the  left;  he  has  fair  hair  and  wears  a  red  robe  with 
pink  highlights  and  much  metal  thread.  The  Virgin,  sitting 
at  the  foot  of  the  cross,  has  a  pale  blue  and  silver  head 
covering  and  a  blue  dress  and  mantle,  both  with  large 
areas  of  gold;  the  mantle  has  a  red  pattern  with  blue  gems 
along  the  border  and  a  gray  lining.  Above  her  left  knee  and 
beside  her  left  elbow  the  wooden  wedges  that  keep  the 
cross  upright  are  visible.  A  holy  woman,  presumably 
Mary  Magdalen,  kneels  and  embraces  the  cross.  She  has 
fair  hair  and  a  blue  and  gray  scarf.  Her  dress  is  lavender- 
pink,  with  much  gold  thread,  and  she  has  a  gold  necklace 
and  red  shoes.  Another  holy  woman  kneels  on  the  right. 
She  wears  a  yellow  turban,  a  white  undergarment,  red  and 
gold  sleeves,  a  pale  orange  sleeveless  dress,  almost  entirely 
covered  by  a  blue-green  mantle  with  much  metal  thread, 
and  a  blue  and  silver  chain  around  her  hips. 

The  pale  blue  sky  fades  to  white  at  the  horizon  above  a 
vast  landscape  mostly  in  pale  blue.  At  the  left  is  Jerusalem, 
on  a  hill,  with  a  crowd  issuing  from  a  gate.  Nearer  the 
foreground,  Christ  is  seen  falling  beneath  the  cross,  with 
two  men  raising  sticks  to  strike  him,  one  kicking  him,  and 
another  tugging  on  a  rope.  A  man  with  a  bucket  looks  on. 
In  the  distance,  between  Saint  John  and  the  Virgin,  are 
three  men  on  white  horses,  one  carrying  a  banner.  On  the 
far  right,  Christ's  body  is  carried  to  the  tomb  by  two  men; 
the  blue  of  the  Virgin's  mantle  is  conspicuous  among  the 
attendant  figures.  A  narrow  blue  stream,  edged  with 
reeds,  runs  across  the  tapestry  behind  the  main  group, 
separating  it  from  the  distant  scenes.  On  the  near  side, 
between  Saint  John  and  the  Virgin,  is  a  decayed  tree  stump 
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fig.  5.  Crucifixion.,  by  Albrecht  Durer.  Woodcut.  MMA,  Rogers 
Fund,  192.1  (21.9.3). 


with  gray  fungi  growing  at  its  base.  Behind  the  Magdalen 
are  two  trees,  one  with  dark  green  and  yellow  leaves,  the 
other  bare.  There  are  a  number  of  green  and  yellow  plants 
in  the  foreground,  one  with  red  flowers.  Black,  dark 
brown,  and  blue  are  used  as  outlines  for  many  areas. 

The  border  has  a  pale  red  or  orange  ground,  with  nar- 
row stripes  of  dark  brown  and  metal  thread,  simulating  a 
wooden  frame.  At  the  lower  left  corner  is  a  pale  brown 
cornucopia-shaped  shell;  at  the  upper  right,  a  reversed 
blue  cornucopia.  The  upper  and  lower  borders  have  the 
same  design,  the  side  borders  are  different.  In  the  horizon- 
tal borders,  swags  of  fruit,  flowers,  and  foliage,  not  sym- 
metrically arranged,  hang  on  white  and  pale  blue  ribbons 
from  the  upper  part  of  the  frame;  olives,  red  roses,  pears, 
red  plums,  and  blue  grapes  can  be  distinguished.  The  ver- 
tical borders  have  dangling  masses  of  the  same  types  of 
vegetation  and  ribbons.  The  guards  are  in  varied  shades  of 
red,  and  are  overlapped  in  several  places  by  leaves  and 
ribbons. 

CONDITION 

The  silver  thread  has  blackened,  but  much  of  the  silver 
gilt  has  retained  its  luster.  There  is  very  little  evidence  of 
repair,  except  for  some  small  areas  in  the  landscape. 


SUBJECT 

The  Crucifixion  is  presented  as  a  subject  for  pious  con- 
templation rather  than  as  an  historical  event.  This  is  indi- 
cated by  the  presence  of  angels  carrying  symbols  of  the 
Passion,  including  the  nails,  which  are  also  seen  in  Christ's 
hands  and  feet,  and  by  the  absence  of  most  of  the  usual 
attendant  figures.  The  Crucifix  with  the  Instruments  of  the 
Passion,  sometimes  held  by  angels,  is  found  from  the  late 
fifteenth  century,1  but  a  realistic  representation  of  the 
Crucifixion  with  the  Instruments  carried  by  angels  is  un- 
usual. A  Limoges  enamel  plaque  in  the  Cluny  Museum, 
Paris,  dated  1503  and  signed  by  Nardon  Penicaud,  shows 
Christ  on  the  cross  between  the  Virgin  and  Saint  John, 
with  Mary  Magdalen  at  the  foot.2  Four  small  angels  hold 
chalices  to  catch  the  blood;  with  the  other  hand  each 
carries  one  of  the  Instruments.  Other  Instruments  are 
found  in  the  borders  of  Diirer's  woodcut  Crucifixion  page 
of  15 16  (fig.  5),3  and  infant  angels  holding  them  are  placed 
in  the  borders  of  a  Crucifixion  tapestry  in  the  Gemalde- 
galerie,  Dresden,  from  a  set  acquired  by  Duke  George  the 
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Bearded  of  Saxony  in  1 5 1 5 .4  Similar  angels  are  seen  in  the 
borders  of  illustrations  of  the  Crucifixion  in  a  1 5 1 3  manu- 
script in  the  Germanisches  Nationalmuseum,  Niirnberg,5 
the  fifteenth-century  Book  of  Hours  of  Charles  the  Bold  in 
Vienna,6  and  a  Book  of  Hours  in  the  Morgan  Library  (inv. 
no.  M46),  probably  made  in  Gent,  about  1415—20. 

The  long  cloths  on  which  angels  hold  several  of  the 
symbols  may  represent  the  winding  sheets  used  for  Christ's 
body;  the  three  covered  jars  are  the  containers  for  the 
spices  and  ointments  brought  by  the  Marys  to  his  tomb. 
The  trees  behind  the  Magdalen,  one  green  and  one  leafless, 
are  frequently  used  as  symbols  for  the  Old  and  New  Testa- 
ments, or  the  Tree  of  Knowledge  and  the  Tree  of  Life.7 
The  toadstools  on  the  tree  stump  are  presumably  emblems 
of  evil  or  signs  of  the  dreadful  nature  of  Golgotha;  fungi 
grow  on  the  dead  tree  (over  which,  however,  a  grapevine 
trails)  in  Mantegna's  Christ  at  Getbsemane  in  the  Musee 
des  Beaux-Arts,  Tours. 

Another  instance  of  Christ  on  the  cross  extending  two 
fingers  in  a  sign  of  blessing  is  found  in  the  Crucifixion  by 
Pieter  Aertsen  in  the  Mauritshuis,  The  Hague,  painted 
about  1 5  5  4 ; 8  here,  however,  the  gesture  is  made  with  both 
hands. 


SOURCE  OF  THE  DESIGN 

The  designer  of  5  was  chiefly  dependent  on  works  by 
Bernaert  van  Orley.  He  may  well  have  also  been  influenced 
by  the  types  of  adult  angels  and  even  the  figure  of  Christ  in 
the  Diirer  print  illustrated  here  (fig.  5).  Two  of  van  Orley's 
paintings  of  the  Crucifixion,  one  in  the  Gemaldegalerie 
der  Staatlichen  Museen,  Berlin  (formerly  in  the  Deutsches 
Museum),9  and  the  other  in  the  Wadsworth  Atheneum, 
Hartford,10  have  several  points  of  resemblance  to  5.  The 
figure  of  Christ,  with  the  loincloth  twisted  under  his  thigh 
and  blowing  out  on  either  side  of  his  body,  which  derives 
from  the  established  fifteenth-century  type,  is  very  similar 
in  all  three  works.  In  the  Berlin  painting,  the  pose  and  the 
head  of  the  Virgin  are  much  the  same  as  in  the  tapestry, 
though  she  lifts  one  hand  to  her  face;  the  Magdalen  em- 
braces the  cross  in  an  equivalent  gesture.  She  is  seen  in  a 
similar  position  in  two  copies  after  van  Orley.11  In  the 
Hartford  picture,  Saint  John  strides  in  energetically  from 
the  left;  his  head  and  right  hand  are  closely  related  to  those 


in  the  tapestry.  Both  paintings,  which  are  early  works  by 
van  Orley,  show  a  dark  sky  above  and  wide  landscapes 
with  many  small  figures  or  buildings  in  the  distance.  A 
Crucifixion  in  the  Detroit  Institute  of  Arts  shows  the  same 
type  of  background  and  the  Magdalen  in  a  similar  pose.  It 
was  formerly  attributed  to  van  Orley,  but  is  now  given  to 
Jan  van  Coninxloo,  though  considered  close  to  signed 
works  dependent  on  the  early  style  of  van  Orley.12  A 
drawing  in  the  Staatliche  Museen,  East  Berlin,  made  by 
van  Orley  or  a  follower  before  1 5  2 1 ,  shows  a  similar  treat- 
ment of  the  loincloth  and  Christ's  legs;  the  Magdalen  is 
also  in  a  similar  pose.13  Even  the  tiny  scene  of  Christ  fall- 
ing beneath  the  cross  is  related  to  van  Orley's  painting  of 
the  subject  in  the  Cinquantenaire  museum,  Brussels,  and 
the  tapestries  of  it  in  the  Vatican  and  the  Spanish  National 
Collection,  attributed  to  him.14 

The  general  scheme,  a  single  scene  with  very  small  rep- 
resentations of  other  subjects  in  the  far  distance,  is  found 
in  several  Brussels  sets  of  the  Passion,  woven  in  the  early 
sixteenth  century.  A  Crucifixion  in  a  set  of  four  pieces  in 
the  Spanish  National  Collection15  has  many  of  the  same 
characteristics,  the  sky  filled  with  angels  in  long  robes, 
swirling  clouds,  and  a  vast  landscape  with  tiny  figures  and 
buildings  seen  in  the  remote  distance.  The  main  figures  in 
5  can  also  be  related  to  other  tapestries.  The  closest  paral- 
lels are  with  a  Descent  from  the  Cross  in  Milan  Cathe- 
dral. 16  In  this,  Saint  John  is  exactly  the  same,  though  his 
pose,  with  outstretched  arms  as  though  he  wished  to  help 
lower  Christ's  body,  is  more  appropriate  to  the  subject; 
the  Virgin  is  also  very  closely  imitated,  except  that  in  Mi- 
lan her  left  hand  is  raised.  The  saint  on  the  right  of  5  is 
taken  from  similar  figures  on  the  right  of  the  Crucifixion 
in  Forli,  and  of  a  Descent  from  the  Cross  in  the  Palazzo 
Reale,  Naples.17 


WEAVER  AND  DATE 

The  workshop  of  Pieter  van  Aelst  or  that  of  Pieter  de 
Pannemaker,  both  of  which  made  many  Passion  tapes- 
tries, probably  wove  5  in  the  1520s.  There  is  a  link  be- 
tween 5  and  a  tapestry  woven  by  van  Aelst,  the  Bath  of 
Bathsheba  in  Schloss  Sigmaringen.18  The  messenger  in 
this  piece,  who  has  van  Aelst's  name  on  the  border  of  his 
robe,  is  very  close  to  Saint  John  in  5 ;  his  foot  (except  for 
the  sandal),  legs,  and  drapery  are  almost  identical. 
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The  reversed  inscription  on  the  cross  and  the  fact  that 
some  of  the  angels  carry  objects  in  their  left  hands  (e.g., 
the  chalice  and  the  scourge)  suggest  that  the  tapestry  was 
woven  on  a  basse-lisse  loom  from  a  cartoon  made  for 
haute-lisse  weaving. 


RELATED  TAPESTRIES 

The  type  of  composition  used  for  5,  a  main  scene  and 
tiny  representations  of  other  events  in  the  distance,  was 
also  used  for  6  and  for  a  number  of  other  tapestries  of  the 
Passion,  but  there  are  no  known  pieces  that  belong  to  the 
same  set  as  5.  Except  as  noticed  above,  other  contempo- 
rary tapestries  representing  the  Crucifixion  show  only 
general  stylistic  resemblances. 
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6  The  Last  Supper 


From  a  set  of  four  scenes  of  the  Passion 

Flemish  (Brussels);  designed  by  Bernaert  van  Orley  (c.  149 1- 
1541/42)  about  1 5  20-2  5 ,  and  probably  woven  by  Pieter  de 
Pannemaker  (fl.  15 17-153 5)  before  1530. 

Wool,  silk,  and  silver-gilt  thread. 

11  ft.  11  in.  x  11  ft.  6  in.  (3.63  m  x  3.51  m). 

21-23  warps  per  inch,  10-12  per  centimeter. 

Robert  Lehman  Collection,  1975  (1975. 1. 191 5). 


DESCRIPTION 

Christ,  who  has  blue  eyes  and  red-brown  hair,  sits  in  the 
center  of  a  long  table.  He  wears  a  pink  robe  with  much 
gold  thread.  On  his  collar  are  the  letters  MEI  and  on  his 
right  cuff,  N[or  M]  OA.1  Saint  John,  who  is  dressed  in  red 
with  a  blue  undergarment,  reclines  on  Christ's  bosom. 
The  apostle  next  on  the  left  is  in  blue  with  a  red  cuff;  he  has 
white  hair  and  a  long  white  beard  and  points  to  a  dark 
bearded  man  with  a  dark  pink  cloak  over  a  blue  under- 
garment, who  clasps  his  hands  to  his  chest.  The  man  in 
profile  farthest  to  the  left  (see  detail),  pointing  upward,  is 
in  blue.  Below  him,  one  disciple  in  red  bends  over  another, 
who  puts  his  hand  on  his  hip.  The  latter's  robe  is  blue, 
with  a  pink  undergarment  and  belt,  from  which  hang  a 
small  bag  (perhaps  for  a  book)  and  a  knife  and  dagger 
with  gold  handles  in  a  single  gold-tipped  red  sheath. 

The  conspicuous  figure  in  front  of  the  table  on  the  left  is 
not  an  apostle;  his  rich  costume  also  suggests  that  he  is  not 
a  servant,  but  the  owner  of  the  house  in  which  the  meal 
takes  place.  His  fantastic  blue  cap  has  red  spots  and  gold 
ornamentation  and  he  wears  a  dark  blue-green  robe  with 
a  red  and  pink  belt.  Around  his  arm  in  complicated  twists 
is  his  pink  and  gold  serving  napkin,  and  his  elaborate  leg 
coverings  are  red  with  blue  patterns,  white  spots,  and  red 
fringes.  He  has  blue  sandals.  His  left  hand  grasps  the  foot 
and  his  right  the  handle  of  a  red  and  gold  pitcher,  whose 
spout  is  a  winged  ram's  head;  red  wine  pours  from  it  and 
falls  into  the  pale  brown  glass  of  a  disciple,  in  red  with  a 
pale  pink  belt,  who  is  in  a  contorted  position. 

In  the  foreground  on  the  far  right,  Judas  rises  to  leave 
the  table  (see  detail).  He  has  a  red  undergarment  with  a 
dark  blue-green  cloak  and  a  blue  belt;  the  money  bag 
tucked  under  it  has  pale  blue-and-white  stripes  and  black 


Detail  of  6 


strings.  The  apostle  seen  in  profile  behind  him  is  in  dark 
blue-green;  his  left  hand  is  clasped  by  another  man  in  red 
and  blue  with  a  gold  scarf  over  his  shoulders.  The  gray- 
bearded  old  man  in  pink  next  to  them  lays  a  hand  on  the 
shoulder  of  the  disciple  next  to  Christ,  who  is  in  a  dark 
blue-green  robe. 
All  the  apostles  have  transparent  gold  halos  and,  where 
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they  are  visible,  bare  feet.  Christ's  large  halo  is  pink  and 
blue  with  gold  rays;  the  bases  and  sides  of  the  pillars 
behind  it  are  visible  through  it.  Outlines  are  mostly  dark 
brown,  but  sometimes  blue  or  red.  All  the  figures  have  red 
lips. 

The  setting  for  the  meal  is  a  lavishly  ornamented  room 
with  two  large  windows.  The  light  falls  from  the  upper 
left.  The  niche  behind  Christ  is  framed  by  variegated 
marble  columns  with  red  and  gold  bases  and  capitals.  On 
top  of  each  column  sits  a  pair  of  tiny  pale  gray  winged 
angels,  each  in  a  different  pose;  from  two  ram's  heads  on 
the  capitals  fall  red  and  gold  scrolling  forms  that  support  a 
pink  tablet  with  a  meaningless  inscription  in  Hebrew  let- 
ters (see  detail).2  The  marble  panel  between  the  columns  is 
in  shades  of  blue  and  blue-green.  A  band  of  fabric  is 


stretched  behind  the  group  at  the  table  and  up  the  wall  on 
the  left;  it  has  a  dark  blue  ground,  with  red  and  pale  blue 
"pomegranate"  designs,  long  thin  leaves  in  pink  and  red, 
and  blue  and  pale  pink  birds  with  red  legs  and  beaks  (see 
detail).  This  is  in  the  style  of  a  fifteenth-century  Italian, 
perhaps  Venetian,  brocaded  silk  fabric.3  On  the  right  wall 
is  what  is  apparently  the  same  material,  but  it  is  in  shades 
of  pale  pink  and  brown,  presumably  to  indicate  that  it  is 
brightly  lit,  and  there  are  no  birds.  The  scene  visible 
through  the  windows  on  the  right  includes  a  large  portico 
with  steps  leading  up  to  it.  Between  the  columns,  Christ 
kneels  to  wash  Peter's  feet,  with  the  other  disciples  around 
them;  they  are  dressed  in  blue,  red,  and  pink.  Buildings  are 
seen  through  the  window  on  the  left.  The  sky  is  blue  and 
gray. 

The  table  has  a  pale  gray  cloth,  decorated  with  red 
flowers  in  a  diaper  pattern  with  blue  lines;  there  is  a  band 
of  red  and  gold  tassels  and  another  of  pale  gray  ones.  The 
pale  brown  wooden  table  supports  are  visible  in  the  center 
of  the  tapestry.  On  the  table  are  a  large  red  and  gold 
footed  dish  with  the  chalice  in  the  same  colors,  filled  with 
red  wine,  standing  upon  it.  There  are  twelve  small  loaves 
of  bread,  three  pale  blue  and  green  transparent  glasses 
partly  filled  with  wine,  and  two  knives. 

The  floor  is  composed  of  squares  and  circles  of  pink  and 
blue  marble.  In  the  center  is  a  pink,  red,  and  gold  vessel 
with  a  face  in  the  middle  and  heads  holding  rings  on  each 
side. 

The  border  (see  details)  has  a  dark  pink  ground  with 
scrolling  leaves,  flowers,  and  fruits  in  red  and  gold.  Lilies, 
honeysuckle,  fringed  poppies,  grapes,  pomegranates, 
hazelnuts,  and  pea  pods  can  be  distinguished.  It  is  flanked 
by  narrow  bands  in  red  and  gold.  The  guards  are  pink 
with  a  pale  pink  stripe.  Silver-gilt  thread  is  lavishly  used 
throughout. 

CONDITION 

There  are  a  few  minor  areas  of  repair  and  a  number  of 
worn  passages  of  silk.  Some  slits  have  been  coarsely  sewn 
up. 

SUBJECT 

Though  Christ  extends  his  left  hand  toward  Judas  as  if 
accusing  him,  and  the  disciples  are  reacting  with  astonish- 
ment and  dismay,  the  moment  depicted  may  be  later  than 


the  usual  one  of  the  denunciation  of  Judas.  The  dish, 
which  presumably  held  the  Paschal  lamb  at  the  beginning 
of  the  meal,  is  now  empty  and,  having  been  placed  under 
the  chalice,  has  become  a  paten.  The  exact  moment  may 
be  indicated  by  the  word  "Mei"  on  Christ's  robe.  In  the 
Vulgate,  Matthew  26:29  records  Christ's  last  speech  at 
the  meal:  "Dico  autem  vobis:  non  bibam  amodo  de  hoc 
genimine  vitis  usque  in  diem  ilium,  cum  illud  bibam  vobis- 
cum  novum  in  regno  Patris  mei"  (But  I  say  unto  you,  I  will 
not  drink  henceforth  of  this  fruit  of  the  vine,  until  that  day 
when  I  drink  it  new  with  you  in  my  Father's  kingdom). 

The  position  of  Saint  John,  leaning  on  Christ's  bosom, 
derives  from  the  earliest  representations  of  the  subject, 
when  he  and  Christ  were  shown  reclining  on  couches  in 
the  classical  manner;  the  depiction  of  him  as  asleep  is  due 
to  a  misunderstanding  of  this  attitude.4 

The  elaborately  dressed  man  pouring  wine  in  the  fore- 
ground is  presumably  the  innkeeper  or  owner  of  the  house 
where  the  Last  Supper  is  taking  place,  rather  than  a  ser- 
vant. A  comparable  figure,  wearing  a  large  hat  and  shoes, 
unlike  the  barefoot  apostles,  also  pouring  wine  from  a  jug, 
is  found  on  the  left  of  a  painting  of  the  Last  Supper,  at- 
tributed to  an  Antwerp  Mannerist  of  the  first  quarter  of 
the  sixteenth  century,  in  the  Metropolitan  Museum.  The 
more  usual  servant  appears  in  the  background.5 

The  Washing  of  the  Feet  is  frequently  shown  in  con- 
junction with  the  Last  Supper,  and  the  vessel  in  the  fore- 
ground, which  sometimes  stands  in  a  basin,  is  considered 
to  refer  to  the  same  event.6 

The  central  position  given  to  the  wine,  both  in  the  chal- 
ice and  being  poured  from  a  jug  in  the  foreground,  as  well 


as  the  fact  that  Christ  is  not  shown  instituting  the  Eucha- 
rist, might  be  connected  with  Protestant  ideas:  especially 
communion  in  both  kinds  for  the  laity.7 


SOURCE  OF  THE  DESIGN 

The  design  was  undoubtedly  made  by  Bernaert  van 
Orley,  probably  between  1520  and  1525.  Several  of  the 
apostles  are  of  the  same  types  as  their  counterparts  in  the 
Death  of  the  Virgin  in  the  Musee  de  l'Assistance  Publique, 
Brussels,  dated  1520,  the  head  of  the  apostle  farthest  to 
the  right  is  like  that  of  the  kneeling  man  on  the  right  wing 
of  the  Saint  Job  altarpiece  of  15  21  in  the  Musees  Royaux 
des  Beaux-Arts,  Brussels,  and  other  similarities  in  van 
Orley  paintings  can  be  observed.8 

Like  other  Flemish  depictions  of  the  Last  Supper,  the 
general  scheme  goes  back  to  Dieric  Bouts's  altarpiece  of 
1464-68  in  Saint  Peter's,  Louvain,  though  this  shows  the 
institution  of  the  Eucharist.9  The  influence  of  Leonardo  is 
apparent  in  the  windows  at  the  rear  and  the  perturbed 
attitudes  of  the  apostles,  but  the  most  influential  source 
was  Diirer's  woodcut  of  15 10  (fig.  6);  several  disciples 
make  similar  gestures  and  the  man  in  the  left  foreground 
pouring  wine  into  a  glass  may  be  the  origin  of  the  extra- 
neous figure  in  both  6  and  the  Metropolitan  Musuem 
painting  mentioned  above.10 

The  Hebrew  inscription  is  presumably  the  work  of  a 
copyist  ignorant  of  the  language,  but  its  prominent  posi- 
tion in  the  composition  suggests  that  he  believed  it  to  have 
great  significance. 


WEAVER  AND  DATE 

Another  version  of  6  is  known  to  have  been  made  by 
Pieter  de  Pannemaker  for  the  emperor  Charles  V  and  paid 
for  in  153 1.  Some  details  in  it  are  later  in  style  than  the 
corresponding  parts  of  6,  which  therefore  was  presum- 
ably woven  at  an  earlier  date,  but  probably  in  the  same 
workshop.  The  absence  of  a  city  mark  has  been  consid- 
ered proof  that  6  was  woven  before  such  a  mark  became 
obligatory  in  1 528,  but  it  seems  likely  that  tapestries  com- 
missioned by  a  very  important  person  did  not  always 
comply  with  the  law.11  The  extraordinarily  high  quality  of 
6  and  the  other  pieces  of  the  set  clearly  indicates  such  a 
commission. 
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RELATED  TAPESTRIES 


FIG.  6.  The  Last  Supper,  by  Albrecht  Durer.  Woodcut,  from  the 
Great  Passion,  published  151 1.  MMA,  Rogers  Fund,  1922 
(22.51.3). 
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Three  other  pieces  of  the  same  set  are  known,  Christ  in 
the  Garden  of  Gethsemane  and  the  Crucifixion  in  the 
National  Gallery,  Washington,12  and  Christ  Carrying  the 
Cross  in  the  Jacquemart- Andre  Museum,  Paris;13  all  three 
were  in  the  sale  of  tapestries  owned  by  the  duke  of  Ber- 
wick and  Alba  at  the  Hotel  Drouot,  Paris,  April  7—20, 
1877  (nos.  5,  6,  7,  illus.,  engravings),  so  that  they,  with  6, 
are  sometimes  called  the  "Alba  set,"  though  there  is  no 
evidence  that  6  once  belonged  to  the  dukes  of  Alba.  The 
designs  of  Christ  in  the  Garden  of  Gethsemane  and  Christ 
Carrying  the  Cross  are  repeated,  with  different  borders,  in 
a  set  of  four  square  Passion  tapestries  in  the  Spanish  Na- 
tional Collection,  which  is  documented  as  having  been 
ordered  for  Margaret  of  Austria  in  15  20. 14  The  Alba  set 
may  have  been  made  before  the  Madrid  square  set15  or 
soon  after  it.16 

Another  version  of  6  in  the  Spanish  National  Collec- 
tion, however,  is  an  individual  piece,  not  part  of  a  set.17 
This  has  been  identified  as  the  tapestry  for  which  the 
weaver  Pieter  de  Pannemaker  was  paid  by  the  emperor  in 
153 1.18  The  border  is  a  standard  one  for  the  date,  with 
bunches  of  flowers  and  fruit,  and  occasional  birds.  The 
figures  are  very  like  those  of  6,  including  the  colors,  but 
Christ's  halo  has  rays  without  circles.  There  are  no  angels 
at  the  top  of  the  columns  in  the  background  and  no  in- 
scribed medallion.19  The  bands  of  fabric  at  the  extreme 
right  and  left  of  the  upper  part  of  6  are  changed  to  carved 
panels  with  Renaissance  candelabra  of  vases  and  birds  in 
shades  of  blue,  dark  on  the  left  and  light  on  the  right;  a 
variegated  marble  is  seen  behind  the  figures.  The  vessel  in 
the  foreground  has  a  simpler  outline  and  is  decorated  with 
figures  of  two  angels.  It  stands  in  an  oblong  gold  basin 
filled  with  water  with  a  gold  mug  of  wine  beside  it. 

Other  Flemish  tapestries  of  the  Last  Supper  are  a  fif- 
teenth-century example  in  the  Vatican,20  which  follows 
Bouts's  painting,  and  one  dated  1516m  the  Museo  d'Arte 
Sacra,  Camaiore.21  The  latter  shows  Christ  giving  the  sop 
to  Judas;  the  Washing  of  the  Feet  is  taking  place  in  the 
background. 

HISTORY 

Acquired  by  Philip  Lehman  before  1913. 

In  the  Robert  Lehman  Collection  at  the  MMA,  1975. 
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EXHIBITION 

Cincinnati  Art  Museum,  1959.  The  Lehman  Collection,  New 
York,  cat.  no.  355.  Called  first  quarter  of  the  sixteenth  cen- 
tury, cartoon  by  Bernaert  van  Orley. 


PUBLICATIONS 

Valentiner,  Wilhelm  R.  "Tapestries  from  Designs  by  Bernaert 
von  Orley."  Art  in  America  1  (191 3)  p.  57,  fig.  26.  Said  to 
have  recently  passed  into  the  collection  of  Mr.  Philip  Leh- 
man, New  York. 

Valentiner,  Wilhelm  R.  "Die  amerikanischen  Privatsamm- 
lungen."  Kunstchronik  und  Kunstmarkt  33,  no.  18  (January 
27,  1922)  p.  301.  Mentioned  as  in  the  Lehman  collection, 
having  come  from  the  Alba  collection  with  the  Crucifixion  in 
the  Widener  Collection  and  Christ  in  the  Garden  of  Geth- 
semane  owned  by  Duveen. 

Gobel.  Wandteppiche  I,  vol.  1,  p.  416.  Mentioned  as  in  the 
Lehman  collection. 

Hunter.  Practical  Book  of  Tapestries,  pp.  126, 127,  pis.  vm,b, 
vm,ca.  Described  as  "the  finest  of  all  the  Van  Orley  tapestries 
that  have  survived." 

Ackerman,  Phyllis.  "Bernard  van  Orley  as  Tapestry  Designer." 
Art  in  America  13  (1924)  p.  40.  Mentioned. 

Hunter,  George  Leland.  "Two  Tapestries  in  the  Lehman  Col- 
lection." International  Studio  85  (December  1926)  pp.  54— 
62,  illus.  pp.  55,  57,  59.  Dated  1515-27  (p.  54)  and  about 
1 5 15  (p.  57),  said  to  be  better  than  the  Madrid  version,  which 
has  an  "inferior  border  and  is  not  equal  in  weave";  other 
three  pieces  located. 

Catalogue  itineraire.  Musee  Jacquemart- Andre.  5th  ed.,  Paris, 
1926,  p.  132.  Mentioned  (also  later  editions). 

Friedlander,  Max  J.  Die  altniederldndische  Malerei.  Vol.  8,  Jan 
Gossart,  Bernart  van  Orley.  Berlin,  1930,  p.  127,  pi.  xcn. 
Dated  after  1520,  "scheint  dem  Stile  nach  etwas  spater 
entstanden  zu  sein."  Trans,  by  Heinz  Norden  as  Early  Neth- 
erlandish Painting.  Vol.  8,  New  York,  1972,  pp.  77,  119,  n. 
3 1,  pi.  41.  Mentioned. 

McCall,  George  Henry.  The  Joseph  Widener  Collection,  Tapes- 
tries. Philadelphia,  1932,  p.  25.  Mentioned. 

Ackerman,  Phyllis.  Tapestry,  the  Mirror  of  Civilization.  New 
York,  1933,  pp.  378,  381.  Described  as  in  the  Philip  Lehman 
collection;  not  designed  by  van  Orley;  inscriptions  read  as 
ioan  /  mei  /  im  and  said  "quite  clearly  to  indicate  a  Jean  Mei" 
as  the  designer. 

Marlier,  Georges.  La  Renaissance  flamande:  Pierre  Coeck 
d'Alost.  Brussels,  1966,  p.  106,  n.  32.  Mentioned  as  after  van 
Orley,  later  than  the  first  Last  Supper  by  Coecke,  about  1527. 


Szabo,  George.  The  Robert  Lehman  Collection.  MALA,  New 
York,  1975,  p.  61,  pi.  141.  Said  to  have  probably  been  de- 
signed in  the  workshop  of  Bernaert  van  Orley  and  woven  in 
that  of  Pieter  de  Pannemaker;  dated  1525-28. 

Delmarcel,  Guy.  "La  Vie  de  la  Vierge,  deux  nouvelles  tapis- 
series  du  Cardinal  Erard  de  la  Marck."  Archivum  Artis 
Lovaniense,  Bijdragen  tot  de  Geschiedenis  van  de  Kunst  der 
Nederlanden.  Louvain,  198 1,  p.  230,  n.  20.  Said  to  be  later 
than  the  Madrid  version.  (The  author  has  since  changed  his 
opinion  and  believes  6  to  be  the  earlier  of  the  two.) 

Ainsworth,  Mary  an  Wynn.  "Bernart  van  Orley  as  a  Designer  of 
Tapestry."  Ph.D.  diss.,  Yale  University,  New  Haven,  1982,  p. 
55.  Mentioned  as  part  of  the  Alba  set,  which  may  have  origi- 
nally included  a  Deposition  and  a  Resurrection.  The  author, 
in  a  private  communication,  has  stated  that  she  believes  the 
set  to  have  been  made  1520-25. 


NOTES 

1.  Both  inscriptions  are  clearly  seen  in  the  detail  illustrated  in  Hunter, 
"Two  Tapestries,"  p.  59.  The  cuff  lettering  has  not  been  inter- 
preted. An  interpretation  of  the  other  letters  as  a  designer's  signa- 
ture cannot  be  accepted. 

2.  The  letters  are,  from  right  to  left,  het,  yod,  sin  or  shin,  tzadibe,  and 
possibly  tof .  The  last  letter  on  the  left  is  merely  decorative  and  there 
should  not  be  a  diacritical  mark  below  the  final  letter  (information 
from  Karl  Katz). 

3 .  The  same  fabric  is  worn  by  the  angel  marking  the  foreheads  of  the 
elect  in  one  panel  of  the  Apocalypse  set  in  the  Spanish  National 
Collection  (Frederik  van  der  Meer,  Apocalypse:  Visions  from  the 
Book  of  Revelation  in  Western  Art  [New  York,  1978]  pi.  220).  The 
long  leaves  suggest  a  Turkish  origin,  but  the  birds  show  that  the 
fabric  is  European. 

4.  Reallexikon  zur  deutschen  Kunstgeschichte,  ed.  Otto  Schmitt,  vol. 
1  (Stuttgart,  1937)  s.v.  "Abendmahl"  (Karl  Moller). 

5.  MMA  acc.  no.  I7.i90.i8a-c.  Katharine  Baetjer,  European  Paint- 
ings in  the  Metropolitan  Museum  of  Art  (New  York,  1980)  vol.  1, 
p.  58;  vol.  3,  illus.  p.  353. 

6.  Gertrud  Schiller,  Iconography  of  Christian  Art,  trans.  Janet  Selig- 
man  (Greenwich,  Conn.,  1972)  pp.  28, 38,  39, 47. 

7.  Such  connections  have  been  claimed  for  the  contemporary  repre- 
sentations of  the  Last  Supper  by  Pieter  Coecke  (Marlier,  Pierre 
Coeck,  p.  107). 

8.  Friedlander,  Early  Netherlandish  Painting,  vol.  8,  nos.  84-86, 
108, 140. 

9.  F.  Adama  van  Scheltema,  Uber  die  Entwicklung  der  Abendmahls- 
darstellung  (Leipzig,  191 2)  pi.  xi. 

10.  At  one  time,  the  Diirer  figure  was  called  the  innkeeper  (Heinrich 
Wolfflin,  The  Art  of  Albrecht  Diirer,  trans.  Alastair  and  Heide 
Grieve  [London,  1 971]  p.  172),  but  his  noble  bearing,  robe,  and 
bare  feet  show  that  he  is  an  apostle  (van  Scheltema,  Abendmahls- 
darstellung,  p.  102,  n.  1). 

11.  Information  from  Guy  Delmarcel,  in  a  private  communication. 

12.  McCall,  Joseph  Widener  Collection,  pp.  25, 27, 59, 63,  illus.  facing 
pp.  24, 28,58,  62. 
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3.  Leon  Deshairs,  in  Georges  Lafenestre  et  al.,  "La  Tapisserie  et  le 
mobilier,"  LeMusee  Jacquemart- Andre  (Paris,  19 14)  pp.  11 8-21; 
attributed  to  Bernaert  van  Orley  about  1 520. 

4.  Paulina  Junquera,  "Valiosa  coleccion  del  Patrimonio  Nacional: 
Los  Tapices  de  la  Pasion,"  Reales  Sitios  3,  no.  7  (1966)  pp.  49—61, 
illus.  pp.  49, 50,  52, 5  5.  Attributed  to  Pannemaker  after  van  Orley. 

5.  Ainsworth,  "Bernart  van  Orley,"  p.  52. 

6.  Guy  Delmarcel,  in  a  private  communication;  this  scholar  dates  the 
Alba  set  1520—28,  and  believes  that  the  Crucifixion  reflects  van 
Orley's  style  of  the  late  1 5  20s. 

7.  Junquera,  "Tapices  de  la  Pasion,"  illus.  p.  53. 

8.  The  first  publication  of  the  document  reads:  "1531.  A  Pieter  de 
Pannemacker,  pour  une  riche  piece  de  tapisserie  d'or  d'argent  et  de 
soye,  contenant  xxvm  aul.  ou  est  la  cene  que  N.  S.  feist  a  ses 
appostres  le  blanc  jeudi  qu'il  vendu  a  Pempereur  a  xxxviii  1  de  xl 


gros  l'aulne  . . .  mxxvi  (Jules  Houdoy,  Les  Tapisseries  de  haute- 
lisse:  Histoire  de  la  fabrication  lilloise  du  XIVe  au  XVIIF  siecle  et 
documents  inedits  concernant  Vhistoire  des  tapisseries  de  Flandre 
[Lille  and  Paris,  1871]  p.  145).  The  document  is  said  to  be  in  the 
Chambres  des  Comptes,  Lille.  The  price  named  is  very  high  for  the 
period. 

19.  Christ's  robe  does,  however,  show  the  same  inscriptions  (informa- 
tion from  Maria  Teresa  Ruiz  Alcon,  Chief  Conservator  of  the 
Tesoro  Artistico,  Madrid). 

20.  J.  Duverger,  "Gielis  van  de  Putte,  Tapijtwever  en  Tapijthandelaar 
te  Brussel  (ca.  1420-na  1503),"  Artes  Textiles  7  (1971)  p.  13, 
fig.  1. 

21.  Mercedes  Viale  and  Vittorio  Viale,  Arazzi  e  tappeti  antichi  (Turin, 
1952)  pp.  42,  43,  pis.  22,  23.  Attributed  to  the  Pannemaker  work- 
shop. 
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7  Saint  Veronica 


Flemish  (Brussels);  designed  probably  about  1510  and  woven 
1520-25. 

Wool,  silk,  and  silver  and  silver-gilt  thread. 
5  ft.  8  in.  x  4  ft.  3  in.  (1.73  m  x  1.3  m). 
18-21  warps  per  inch,  7-8  per  centimeter. 
Bequest  of  George  Blumenthal,  1941  (41.190.80). 


DESCRIPTION 

Veronica,  standing  in  a  landscape,  delicately  holds  the 
upper  corners  of  the  gray  sudarium.  She  wears  a  dull  red 
and  yellow  turban  over  her  yellow  hair;  one  yellow  end  of 
the  turban  flutters  in  the  air.  She  has  a  short  necklace  of 
pink  beads;  a  locket,  surrounded  with  gray  pearls,  hangs 
from  a  blue  ribbon.  She  is  dressed  almost  entirely  in  red, 
with  much  metal  thread,  and  has  red  and  gold  sandals. 
The  head  of  Christ  on  the  sudarium  has  reddish  hair;  the 
crown  of  thorns,  which  has  drawn  blood,  is  dull  yellow 
and  green.  A  floriated  cruciform  nimbus  in  pink  and  gold 
surrounds  the  head.  Beneath  it  is  a  scalloped  line  and  the 
inscription  forneca,  both  in  gold  thread.  The  landscape 
shows  a  dark  and  pale  blue  sky,  framed  on  either  side  by 
tall  green  and  pale  yellow  trees  with  blue-gray  trunks.  On 
the  left  is  a  pale  yellow  rocky  mountain  and  a  gray  water 
mill  with  its  brown  wheel.  Below  this,  a  man  in  a  yellow 
hat  and  dull  yellow  costume  leans  on  his  blue-bladed 
scythe,  and  blue  water  spouts  from  a  pile  of  gray  and 
brown  rocks  into  a  blue-gray  pool.  On  the  right,  a  blue- 
gray  tower  and  a  tall  building  with  an  onion  dome  are  seen 
against  the  sky.  Two  large  pale  brown  birds,  one  with  a 
pink  breast,  perch  on  the  branches  of  the  foremost  tree. 
Below,  two  men  stand  in  front  of  a  massive  yellow-gray 
rock.  The  one  on  the  left  wears  a  short  blue  robe,  red 
leggings,  and  brown  shoes.  He  points  to  his  bare-legged 
companion,  who  has  a  yellow  robe  with  much  metal 
thread,  with  a  gray  bundle  hanging  at  his  side.  On  his 
shoulders  is  a  gray  lamb,  very  clearly  seen  in  the  reflection 
in  the  blue  and  gray  pool  below;  his  companion's  reflec- 
tion is  mostly  covered  by  a  large  green  and  yellow  plant  in 
the  foreground.  Similar  plants  on  the  left  include  pale  blue 
columbines,  strawberries  with  pale  blue  flowers  and  red 
fruit,  grasses,  and  reeds. 

The  borders  are  filled  with  red  roses  and  yellow  and 
green  leaves  on  a  pale  yellow  silk  ground.  The  side  borders 


and  the  lower  border  each  contain  a  brown  and  gray  bird, 
that  on  the  left  being  a  chaffinch.  The  guards  are  missing. 
Silk  and  metal  thread  are  lavishly  used  throughout. 


CONDITION 

A  narrow  brown  band  around  three  inner  sides  of  the 
borders  is  a  replacement.  The  silver  thread  has  blackened, 
but  some  of  the  gold  retains  its  luster.  There  are  numerous 
small  repairs,  especially  in  the  silk  areas. 

SUBJECT 

Saint  Veronica,  who  is  commemorated  in  the  sixth  Sta- 
tion of  the  Cross,1  wiped  Christ's  face  with  her  kerchief  or 
veil  (the  sudarium)  as  he  carried  the  cross  to  Calvary  and 
found  that  his  portrait  (a  "vera  icon,"  or  true  image)  had 
been  imprinted  on  it.  She  is  frequently  shown  wearing  an 
oriental  turban,  because  she  was  a  Syrian  from  Edessa.2 
The  head  of  Christ,  crowned  with  thorns  and  showing 
marks  of  suffering,  is  here  correctly  represented.  This  ver- 
sion of  the  story  is  first  found  about  1300  and  this  type  of 
representation  about  a  hundred  years  later.3  The  earlier 
history,  both  of  the  saint  and  of  portraits  of  Christ  miracu- 
lously imprinted  on  cloth,  is  exceedingly  complicated.4 
The  legend  was  established  in  its  present  form  in  the  fif- 
teenth century,  by  which  time  the  incident  had  become  an 
important  scene  in  Passion  Plays.5  At  least  one  of  these 
includes  the  stage  direction  that  Veronica  is  to  have  a 
white  cloth,  that  Christ  is  to  take  it  from  her,  wipe  his  face 
with  it,  and  return  it  to  her;  she  is  then  to  turn  around  and 
show  the  cloth  to  the  audience,  with  Christ's  face  painted 
on  it.6  The  theatrical  effectiveness  of  this  scene  is  probably 
responsible  for  the  popularity  in  the  fifteenth  and  six- 
teenth centuries  of  representations  of  Saint  Veronica  con- 
fronting Christ  on  the  way  to  Calvary,  or  standing  as  a 
single  figure  displaying  the  portrait;  the  sudarium  also 
appears  among  the  Passion  symbols  (see  5).  The  festival  of 
the  saint  was  included  in  the  15 13  Ambrosian  Breviary, 
but  was  removed  later  in  the  century;  more  recently,  she  is 
honored  as  the  patron  saint  of  photographers.7  The  in- 
scription, "Forneca,"  is  presumably  a  version  of  the  Ger- 
man form  of  the  name  "Fronica"  and  refers  to  the  "vera 
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icon"  rather  than  to  the  saint.  No  parallels  to  the  back- 
ground figures  have  been  found,  but  they  apparently  sig- 
nify that  Veronica's  veil  mirrors  the  face  of  Christ  as 
exactly  as  if  it  were  reflected  in  water;  the  man  carrying 
the  lamb  would  then  stand  for  Christ  as  the  Good  Shep- 
herd.8 Of  the  plants  in  the  foreground,  the  columbine  is  a 
symbol  of  Christ.9  The  exact  significance  of  the  straw- 
berry has  not  been  determined,  but  it  is  frequently  found 
in  association  with  the  Virgin,  especially  as  a  plant  of 
paradise;10  some  of  the  other  flowers  may  be  plants  be- 
lieved to  have  medicinal  virtues.11 


SOURCE  OF  THE  DESIGN 

This  type  of  Saint  Veronica,  standing  in  a  landscape 
holding  a  small  sudarium  delicately  to  one  side,  derives 
from  a  figure  on  the  left  wing  of  a  Crucifixion  triptych  by 
Rogier  van  der  Weyden  in  the  Kunsthistorisches  Museum, 
Vienna.  This  has  been  dated  1440— 4  5. 12  The  saint  wears 
a  loose,  full  headcloth  instead  of  a  turban;  the  head  of 
Christ  does  not  have  the  crown  of  thorns  and  shows  no 
traces  of  suffering.  An  earlier  work,  by  Robert  Campin,  a 
wing  of  a  triptych  with  the  Trinity  in  the  Stadelsches 
Kunstinstitut,  Frankfurt  am  Main,  shows  her  as  an  older 
woman,  wearing  a  turban,  against  a  background  of  an 
Italian  silk  fabric.13  There  is  no  crown  of  thorns.  The 
saint's  right  hand  is  very  close  to  the  left  hand  in  the 
tapestry.  Another  fifteenth-century  type,  in  which  the  su- 
darium is  huge,  held  frontally,  and  grasped  firmly  in  both 
hands,  is  seen  in  prints  by  the  Master  E.  S.14  and  others,  as 
well  as  in  manuscript  illustrations.15  The  head  of  Christ  in 
the  tapestry  is  of  the  type  established  by  Dieric  Bouts  as  an 
Imago  Salvatoris  Coronati  (showing  the  hands);16  it  is 
very  close  to  a  Holy  Face  in  the  Antwerp  Musee  Royal  des 
Beaux-Arts.17 

The  design  has  been  attributed  to  Bernaert  van  Orley, 
mainly  because  the  figure  of  the  saint  is  so  exactly,  though 
inappropriately,  reproduced  in  the  Madrid  Foundation  of 
Rome  set,  universally  given  to  this  artist.18  But  its  use  in 
the  Soderini  Christ  Carrying  the  Cross  tapestry,  which  is 
not  typical  of  van  Orley,  as  well  as  the  appearance  of  the 
saint's  headdress  in  the  15 13  Herkinbald  tapestry,  make 
this  assumption  unlikely,  though  possible.  Nothing  is 
known  of  van  Orley's  work  before  15 15,  when  he  was 
about  twenty-seven,  and  his  father,  Valentin,  whose  ap- 
prentice he  had  been,  is  not  a  clear-cut  figure.19  A  possible 


sequence  might  be  that  this  depiction  of  the  saint  appeared 
first  as  part  of  the  cartoon  for  the  Soderini  tapestry,  that  it 
was  adapted  for  the  fully  seen,  curving  figure  in  the  Dres- 
den and  Madrid  Crucifixions  of  1 5 1 5  and  1 5  20,  and  that, 
when  a  single  figure  was  required,  the  twisted,  contrap- 
posto  stance  was  straightened  out  to  provide  a  more  dig- 
nified and  monumental  image. 


WEAVER  AND  DATE 

The  relationship  of  the  design  to  the  Saint  Veronica  in 
the  Madrid  Crucifixion,  woven  by  Pieter  de  Pannemaker, 
suggests  that  his  shop  was  perhaps  responsible  for  all  the 
various  versions  of  7.  A  date  in  the  early  1 5  20s  seems  most 
probable  for  the  actual  weaving  of  the  piece. 


RELATED  TAPESTRIES 

A  similar  full-length  figure  is  partially  seen  in  a  Christ 
Carrying  the  Cross,  one  piece  of  a  set  with  the  arms  of 
Pietro  Soderini,  who  died  in  15 13,  that  was  in  a  private 
collection  in  1924,20  and  in  another  version  of  this  tapes- 
try in  the  William  Rockhill  Nelson  Gallery,  Kansas  City.21 
The  portions  of  the  saint  and  the  sudarium  that  are  visible, 
including  the  feet,  are  very  close,  except  that  the  head  of 
Christ  is  not  crowned  with  thorns. 

The  same  design,  reversed,  was  used  for  the  saint  in  The 
Emperor  Vespasian  Healed  by  the  Veil  of  Saint  Veronica 
in  the  Metropolitan  Museum  (Robert  Lehman  Collec- 
tion).22 She  is  younger  and  more  richly  dressed,  but  her 
hands  are  the  same.  Christ's  head  is  not  crowned  with 
thorns. 

A  woman  on  the  right  of  Romulus  and  Remus  Marking 
the  Boundaries  of  Rome  in  the  Foundation  of  Rome  set  in 
the  Spanish  National  Collection23  is  an  almost  exact  repe- 
tition, except  that  she  holds  a  heavy  belt  instead  of  the 
sudarium. 

Saint  Veronica  in  a  Crucifixion  in  the  Gemaldegalerie, 
Dresden,24  and  in  the  piece  of  almost  identical  design  in 
the  Spanish  National  Collection25  is  not  close,  except  for 
her  right  hand  and  sandaled  feet.  She  is  much  thinner  and 
her  body  is  bent  into  a  graceful  curve,  as  if  she  were 
dancing;  her  dress  swirls  and  outlines  her  legs  with  its 
folds.  She  wears  a  fantastic  helmet  or  cap,  with  round  ear 
coverings  like  those  on  the  Saint  Veronica  sold  in  London 
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in  1963  (see  below).  The  head  of  Christ  is  not  crowned 
with  thorns. 

A  figure  very  similar  to  the  saint  in  7  on  a  background  of 
flowering  plants  of  Renaissance  type  is  in  the  collection  of 
Venancio  Lopez  de  Caballos,  Madrid.26  The  border  is 
classical  and  there  is  no  crown  of  thorns. 

A  half-length  Saint  Veronica  with  a  landscape  back- 
ground was  sold  at  Sotheby's,  London,  December  13, 
1963  (no.  75,  illus.).27  Her  face  is  similar,  but  her  costume 
and  headdress,  with  heavy  circular  ear  coverings,  are  dif- 
ferent. She  holds  a  fringed  sudarium  straight  in  front  of 
her.  Christ  has  no  crown  of  thorns.  The  landscape  is  en- 
tirely different  and  the  border  imitates  a  wooden  frame. 

Another  half-length  on  a  landscape  background  was  in 
the  collection  of  George  Eumorfopoulos,  London.28  The 
facial  type  and  headdress  are  closer  to  the  van  der  Weyden 
painting  in  Vienna.  Except  that  Christ  wears  the  crown  of 
thorns,  this  small  tapestry  has  very  little  resemblance  to  7. 
The  border  consists  of  flowers,  fruits,  and  birds,  but  is  not 
related  to  that  of  7. 

A  similar  knotted  turban,  with  the  ring  of  circles,  is 
worn  by  a  woman  on  the  right  of  the  Legend  of  Herkin- 
bald  tapestry  in  the  Cinquantenaire  museum,  Brussels. 
This  is  known  to  have  been  made  in  1 5 1 3 ,29 

A  very  similar  head  of  Christ  is  seen  on  a  small  tapestry 
showing  the  sudarium  in  the  Dijon  museum.30 
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8  Christ  Shown  to  the  People 


Flemish  (Brussels);  probably  designed  by  Quentin  Massys 

(1465/66-1530),  1515-20,  and  woven  about  the  same  period. 

Wool,  silk,  and  silver  and  silver-gilt  thread. 

5  ft.  1  in.  x  4  ft,  3  in.  (1.55  m  x  1.3  m). 

21-23  warps  per  inch,  8-10  per  centimeter. 

The  Friedsam  Collection,  Bequest  of  Michael  Friedsam,  193 1 
(32.100.389). 

DESCRIPTION 

Christ,  nude  except  for  a  dull  blue  cloak,  is  seen  to  the 
waist  above  a  blue  and  white  parapet;  across  the  guilloche 
pattern  below  him  is  inscribed  in  metal  thread:  ecce  • 
homo.  He  has  a  blue  and  gray  crown  of  thorns  and  the 
yellow-gray  rope  round  his  neck  is  tied  round  his  wrists;  in 
his  left  hand  is  a  pale  green  and  brown  bulrush.  Red  blood 
falls  from  the  crown  and  shows  in  the  marks  of  the  flagel- 
lation. On  the  right  is  Pilate,  wearing  a  knotted  yellow- 
brown  turban  with  a  tall  blue  and  brown  hat  crown, 
ending  in  a  dull  red  and  yellow  tassel.  His  undergarment  is 
dull  purple-red  with  large  areas  of  metal  thread;  over  this 
is  a  brown-spotted  gray  cape  and  three  red,  blue,  and  dull 
yellow  chains.  The  lower  part  of  his  body  is  covered  with  a 
dull  red  and  yellow  robe,  split  at  the  side  above  the  knee 
and  tied  at  the  waist  with  a  knotted  pale  green  and  yellow 
scarf.  He  has  green  leg  coverings  and  high  yellow-red 
boots.  To  the  left,  a  grinning  man  holds  the  rope  with 
which  Christ  is  bound  and  raises  his  cloak.  He  wears  a 
yellow  cap  and  a  yellow  and  blue  jacket;  his  undergar- 
ment is  pink.  Six  other  men  on  the  balcony  are  partly 
visible;  all  have  hideous  faces,  most  of  them  with  dark 
staring  eyes  and  gaping  red-lipped  mouths.  The  one  far- 
thest to  the  left  wears  a  red,  blue,  and  yellow  headdress 
and  rests  his  hand  on  a  knob  of  the  parapet;  the  next  has 
red  and  yellow  feathers  on  a  dark  blue  helmet.  Behind 
Christ's  right  shoulder  is  a  man  in  a  blue  and  yellow  hat, 
who  holds  a  blue  and  brown  halberd  in  one  hand  and 
raises  the  other  above  Christ's  head.  Between  Christ  and 
Pilate  the  head  of  a  man  in  a  tall  dark  brown  hat  can  be 
seen,  and  behind  Pilate  a  man  in  a  red  hat  with  blue  feath- 
ers places  his  hand  on  his  hip.  Another  man  behind  points 
upward. 

There  are  four  men  in  the  foreground  below  the  bal- 
cony. The  head  and  shoulders  of  a  gray-bearded  man  are 


seen  from  behind;  he  wears  a  pointed  brown  hood,  with  a 
yellow  border,  ending  in  a  pale  yellow  tassel,  and  a  red 
costume.  To  the  left  are  the  head  and  shoulders  of  a  man  in 
a  round  dull  red  hood  and  a  yellow  and  blue  patterned 
costume.  He  raises  both  hands,  as  does  the  man  beside 
him  in  a  dull  blue  hat.  A  fourth  bearded  man  is  visible  on 
the  far  left. 

The  parapet  simulates  marble  in  dull  blue  and  yellow- 
gray  tones.  There  is  a  dark  blue  rail  at  the  right  with  one 
dark  blue  step  of  the  flight  of  stairs;  the  upright  to  which  it 
is  attached  is  blue,  with  a  yellow  and  red  pattern,  includ- 
ing two  dolphins  at  the  base. 

The  building  in  the  background  is  in  tones  of  brown  and 
gray  with  elaborate  architectural  and  ornamental  detail  in 
white  and  blues.  There  is  a  dark  archway  on  the  right,  part 
of  a  yellow  statue  of  a  standing  figure  with  a  shield  and 
spear  on  a  column,  a  yellow-gray  sculpture  of  a  seated 
nude  woman  with  four  children  on  a  blue  ledge  between 
two  red,  blue,  and  gray  marble  columns,  two  rounded 
niches  or  windows,  and  a  round  tower  at  the  corner  of  the 
building  on  the  left.  A  long,  pointed  banner,  entirely  in 
metal  thread,  with  a  double-headed  eagle,  is  seen  against 
the  building,  and  several  long  weapons  rise  above  a  crowd 
of  dull  red,  blue,  yellow,  and  gray  heads.  Beyond  there  is 
a  distant  city,  with  some  small  figures  at  a  gate,  and  a 
strangely  shaped  mountain  in  the  distance,  all  in  tones  of 
gray,  blue,  and  pale  yellow.  The  sky  is  very  dark  blue 
above,  with  gray  and  pale  yellow  clouds,  and  light  blue 
below,  with  several  flying  birds. 

Metal  thread  is  lavishly  used  throughout.  The  guards 
are  replacements. 

CONDITION 

The  piece  is  cut  on  all  sides.  The  metal  thread  has  tar- 
nished and  now  shows  as  black.  There  are  small  areas  of 
repair  throughout,  especially  in  the  silk  sections. 

SUBJECT 

The  representation  of  the  historical  scene  of  Christ, 
"wearing  the  crown  of  thorns  and  the  purple  robe"  (John 
19:5),  being  shown  to  the  people  by  Pilate  has  been  given 
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fig.  7.  Christ  Shown  to  the  People,  by  Quentin  Massys.  Oil  on  wood. 
Museo  del  Prado,  Madrid. 


the  title  Ostentatio  Christi  to  distinguish  it  from  the  closely 
related  devotional  image,  the  Ecce  Homo  (see  9).1  The 
somewhat  unusual  features  in  8  are  the  bulrush  as  the 
"reed"  placed  in  Christ's  hand  by  the  mocking  soldiers 
(Matthew  27:29),  the  double-headed  eagle  on  the  banner, 
and  the  sculptured  group  of  a  woman  and  children  on  the 
facade  of  the  building  in  the  background.  The  bulrush, 
which  bends  rather  than  breaks  in  the  wind  (see  29),  is  a 
symbol  of  humility  and  patience,2  and  the  double-headed 


eagle  of  the  Holy  Roman  Empire  is  frequently  found  as  an 
emblem  of  imperial  Rome  (see  2d).3  The  symbolism  of  the 
statue  is  more  difficult  to  determine;  it  is  presumably  con- 
nected with  the  other  sculptures  on  the  building  shown  in 
the  related  painting  by  Quentin  Massys,4  but  omitted  in  the 
tapestry.  It  may  represent  Charity  or  the  earth  goddess.5 


SOURCE  OF  THE  DESIGN 

The  composition  is  seen,  reversed,  in  a  painting  by 
Massys  in  the  Prado  (fig.  7). 6  The  tapestry  extends  farther 
on  both  sides  than  the  painting,  which  has  the  appearance 
of  having  been  cut  down;  the  landscape  and  the  head  of  a 
man  on  the  left  and  the  man  with  raised  hand  on  the  right 
are  not  in  the  painting.  There  are  a  number  of  differences 
in  costume,  such  as  Pilate's  turban  and  chain,  the  hat  of 
the  man  between  him  and  Christ,  the  feathers  worn  by  the 
man  farther  to  the  left,  and  the  hood  of  the  man  in  the 
lower  left  corner.  In  the  painting  Christ  does  not  hold  a 
reed. 

The  building  in  the  painting  has  elaborate  sculptural 
decoration,  of  which  only  the  group  of  a  woman  and 
children  and  the  lower  half  of  a  standing  figure  (in  a  differ- 
ent position)  appear  on  the  tapestry;  on  the  other  hand, 
there  are  more  decorative  patterns,  such  as  the  guilloche 
on  the  parapet,  in  the  tapestry.  One  detail  is  markedly 
more  logical  in  the  tapestry,  namely  the  iron  stair  rail, 
firmly  attached  at  the  head  of  the  steps  at  the  lower  right; 
in  the  painting  it  is  a  meaningless  projecting  rod. 

The  relationship  between  the  tapestry  and  the  painting 
suggests  that  the  cartoon  originated  in  Massys's  studio. 
Just  what  this  relationship  is  remains  doubtful;  the  bul- 
rush held  in  Christ's  left  hand  instead  of  his  right,  as  stated 
in  the  Bible  (Matthew  27:29),  shows  that  the  tapestry 
reverses  the  original  composition,  but  the  clearly  located 
stair  rail  indicates  that  the  tapestry  was  copied  from  a 
more  carefully  thought-out  design.  The  reduction  of  the 
sculptural  ornament  in  the  tapestry  to  a  single  figure  of 
doubtful  significance  suggests  that  an  originally  compli- 
cated scheme  has  been  simplified,  but  whether  this  scheme 
was  exactly  that  of  the  painting  cannot  be  determined. 

The  general  composition  of  both  tapestry  and  painting 
is  taken  from  Diirer's  woodcut  of  about  1498  in  the  Great 
Passion  (fig.  8).  In  one  detail,  the  tapestry  is  closer  to  the 
print  than  is  the  painting,  namely  the  halberd  that  is  sil- 
houetted against  the  sky  in  the  tapestry  and  print,  but  not 
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in  the  painting;  it  may  have  appeared  on  the  right  side  of 
the  painting  before  it  was  cut.  The  hammerlike  mace  of 
the  print  is  seen  in  the  painting,  but  not  in  the  tapestry. 
The  stair  rail  is  clearly  shown  in  the  print,  though  its  at- 
tachment to  the  parapet  is  not  as  carefully  indicated  as  it  is 
in  the  tapestry. 


FIG.  8.  Christ  Shown  to  the  People,  by  Albrecht  Diirer.  Woodcut, 
from  the  Great  Passion,  published  1 5 1 1 .  MMA,  Avery  Fund, 
1919  (19.70.4). 


MANUFACTURE  AND  DATE 

The  fineness  of  the  execution  suggests  a  Brussels  work- 
shop. A  date  close  to  that  assigned  to  the  Massys  painting 
seems  probable. 

HISTORY 

Michael  Friedsam  collection,  New  York,  probably  before 
1924,7 

Bequeathed  to  the  MMA  by  Michael  Friedsam,  193 1. 
PUBLICATIONS 

Breck,  Joseph.  "Tapestries  and  Textiles."  The  Michael 
Friedsam  Collection.  In  MMA  Bulletin  27,  no.  11,  section  2 
(1932)  p.  70,  fig.  20.  Called  Brussels,  about  15 15,  and  related 
to  the  Massys  painting,  then  in  a  private  collection  in  Madrid. 

S.C.  [F.  J.  Sanchez  Canton].  Archivo  Espanol  de  Arte  65  (1944) 
p.  390,  pi.  facing  p.  394. 

De  Bosque,  A.  Quentin  Metsys.  Brussels,  1975,  p.  257,  pi.  317. 
Said  to  be  copy  of  Prado  painting,  with  differences  listed. 

Standen,  Edith  A.  "Ostentatio  Christi  and  Ecce  Homo:  Two 
Sixteenth- Century  Flemish  Tapestries  in  the  Metropolitan 
Museum  of  Art."  Artes  Textiles  10  (1981)  pp.  19-24,  fig.  1. 

NOTES 

1.  Erwin  Panofsky,  "Jean  Hey's  'Ecce  Homo':  Speculations  about  its 
Author,  its  Donor,  and  its  Iconography,"  Musees  Royaux  des 
Beaux- Arts  Bulletin,  Brussels,  5  (1956)  pp.  94-138. 

2.  Christ  holds  a  bulrush  in  the  Crown  of  Thorns  panel  of  the  Aix-en- 
Provence  tapestry  set  of  biblical  scenes  of  1 5 1 1 ;  the  designs  of  this 
set  have  been  associated  with  Massys  {Masterpieces  of  Tapestry, 
exh.  cat.,  MMA  [New  York,  1974]  no.  84).  An  Ecce  Homo  paint- 
ing related  to  Massys  in  the  collection  of  the  marquis  of  Almunia 
also  includes  this  feature  {L'Art  flammand  dans  les  collections  es- 
pagnoles,  exh.  cat.,  Groeningemuseum  [Bruges,  1958]  no.  28). 

3.  It  appears  on  a  hanging  at  the  back  of  Pilate's  throne  in  Jan  Joest's 
Christ  before  Pilate  in  the  church  of  Saint  Nicholas,  Kalkar, 
painted  between  1505  and  1508  (Max  J.  Friedlander,  Early  Neth- 
erlandish Painting:  vol.  9,  Joos  van  Cleve,  Jan  Provost,  Joachim 
Patenier,  trans.  Heinz  Norden  [New  York,  1973]  pi-  4  !)• 

4.  K.  Smits,  De  Iconografie  van  de  Nederlandsche  Primitieven 
(Amsterdam,  1933)  p.  88,  suggests  that  these  figures  may  be  myth- 
ological subjects  in  the  Renaissance  spirit  or  purely  decorative. 

5.  De  Bosque,  Quentin  Metsys,  p.  198. 

6.  De  Bosque,  Quentin  Metsys,  pp.  196—98,  pis.  63,  244—46.  Dated 
1518—20. 

7.  William  B.  M'Cormick,  "Michael  Friedsam  Collection,"  Interna- 
tional Studio  80  (November  1924)  p.  112,  mentions  four  tapestries 
as  included  in  the  Friedsam  collection. 


9  Ecce  Homo 


Flemish  (Brussels);  designed  about  1520-25,  perhaps  in  the 
workshop  of  Quentin  Massys  (1465/66-1530),  and  woven 
about  the  same  date. 

Wool,  silk,  and  silver-gilt  thread. 

4  ft.  5  in.  x  3  ft.  4  in.  (1.3 5  m  x  1.02  m). 

17-18  warps  per  inch,  7-8  per  centimeter. 

Gift  of  Jacques  Seligmann,  1906  (06.301). 

DESCRIPTION 

Christ  is  seen  behind  a  table-like  parapet  of  blue,  green, 
and  gold  stone.  He  is  nude  except  for  a  pale  green  and  blue 
loincloth  and  a  pale  red  and  gold  robe;  he  has  brown  hair 
and  beard  and  holds  a  long  bulrush  with  a  red  head  in  his 
right  hand.  The  robe  rests  on  his  left  shoulder  and  a  blue 
cord,  passing  through  a  red  ring,  holds  it  across  his  body. 
On  the  right  is  Pilate,  wearing  a  red  and  gold  turban,  a 
dark  blue  chain,  an  undergarment  of  red  and  gold,  a  short- 
sleeved  blue  robe  with  a  pattern  in  light  blue  and  gold,  and 
a  pale  brown  and  cream  fur  collar;  he  holds  a  dull  yellow 
stick  in  his  left  hand.  On  the  left  is  one  of  Christ's  tormen- 
tors. He  wears  a  dark  blue  jacket  over  a  white  shirt,  red 
leggings,  and  dark  brown  boots.  Between  the  fingers  of  his 
left  hand,  he  holds  a  brown  scourge  with  three  thongs,  one 
ending  in  a  sharp-pointed  star.  Behind  him  is  a  brown  and 
cream  marble  column  with  a  rope  tied  round  it.  Behind 
Christ's  head  is  a  vaguely  defined  dull  yellow  and  gold 
halo,  which  blots  out  part  of  the  architecture  in  the  back- 
ground. The  architecture  is  rendered  in  shades  of  yellow- 
gray  and  pale  brown,  with  metal  thread;  there  are  such 
variations  of  perspective  that  its  spatial  construction  is 
uncertain,  but  an  apparently  protruding  member  behind 
Pilate  has  a  large  rosette  above  his  head.  An  opening  on 
the  right  discloses  a  landscape  with  a  dark  green  tree.  The 
sky  is  pale  blue,  the  foreground  of  the  landscape,  yellow. 
Outlines  are  strongly  indicated,  mostly  in  red,  but  occa- 
sionally in  blue.  Metal  thread  is  freely  used  throughout, 
including  in  the  border. 

The  inner  and  outer  frames  of  the  border  have  orange, 
red-brown,  and  gold  stripes.  The  main  border  has  a  dark 
blue  ground  and  red  and  yellow  roses,  rosebuds,  bunches 
of  blue  grapes,  yellow  and  green  vine  leaves  and  tendrils, 
with  occasional  knots  or  loops  of  white  ribbons.  The 
guards  are  dark  blue.  The  stone  parapet  is  inscribed  in 
gold  thread  near  the  lower  border:  ecce  •  homo. 


CONDITION 

The  metal  thread  is  blackened.  The  yellow  silk  section 
of  the  distant  landscape  is  heavily  repaired. 


SUBJECT 

The  tapestry  shows  the  devotional  image  of  the  Ecce 
Homo  in  a  form  popular  in  the  sixteenth  century,  namely, 
as  a  group  of  three  persons  only;1  Christ  faces  the  viewer, 
who  thus  finds  himself  in  the  position  of  the  crowd  that 
cried  out  "Crucify  him."  Beside  Christ  and  Pilate,  the  third 
man  is  usually  a  soldier;  that  he  should  here  be  a  tormen- 
tor from  the  Flagellation,  with  the  column  to  which  Christ 
was  bound  behind  him,  carrying  a  scourge,  and  shouting, 
emphasizes  the  unhistorical  character  of  the  representa- 
tion.2 The  bulrush,  correctly  placed  in  Christ's  right  hand 
(Matthew  27:29),  is  an  emblem  of  his  humility  and  pa- 
tience in  suffering.3 


SOURCE  OF  THE  DESIGN 

Pilate  and  the  body  of  Christ  are  taken  from  Diirer's 
engraving  of  the  Ostentatio  Christi  (fig.  9). 4  Pilate,  except 
that  he  is  in  three-quarter  length  only,  is  copied  exactly,  as 
is  the  body  of  Christ  as  far  as  it  is  visible,  down  to  such 
details  as  the  frayed  ends  of  the  cord  that  holds  the  edges 
of  the  robe  together.  Christ's  head,  however,  has  been 
turned  in  the  tapestry  so  that  he  faces  the  spectator;  it  was 
taken,  in  reverse,  from  a  print  attributed  to  the  school  of 
Diirer  (fig.  10). 5  This  print  also  includes  one  of  Christ's 
tormentors,  holding  a  scourge  and  switch  of  twigs.  The 
column  of  the  Flagellation  is  seen  in  the  background,  but 
the  man  and  the  column  are  not  those  of  the  tapestry.  The 
tormentor  in  the  tapestry  is  related  to  a  similarly  posi- 
tioned figure  in  a  painting  by  Quentin  Massys  in  the 
Doge's  Palace,  Venice,6  though  here  he  holds  an  end  of  the 
rope  that  binds  Christ's  wrists.  A  head  similar  to  the  tor- 
mentor's appears  in  the  center  panel  of  a  triptych  in  the 
Prado,  attributed  to  the  Master  of  the  Holy  Blood,  a 
Massys  follower.7 

The  dependence  on  the  Diirer  print  for  the  two  main 
figures  renders  any  attribution  of  the  design  to  a  specific 
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artist  somewhat  doubtful,  but  the  high  quality  of  drafts- 
manship in  the  heads  of  Christ  and  the  man  on  the  left 
suggests  that  a  very  competent  craftsman  was  involved. 
Christ  is  of  the  type  standard  in  the  Netherlands  at  this 
date,8  but  the  open-mouthed  man  is  close  enough  to 
Quentin  Massys  to  justify  a  tentative  attribution  to  his 
studio.  The  illogical  background  perspective  may  have 
been  deliberate;  the  architectural  molding  above  Christ 
slants  upward,  so  that  he  is  seen  as  if  from  below,  but  it 
turns  down  above  Pilate,  who  is  thus  placed  on  the  same 
level  as  the  spectator.  The  divinity  of  Christ,  also  indicated 
by  the  halo,  is  thus  emphasized. 


MANUFACTURE  AND  DATE 

The  fine  quality  of  the  weaving  suggests  a  Brussels 
workshop.  A  date  of  1520-25  is  indicated  by  the  style  of 
the  central  subject  and  of  the  border. 

HISTORY 

A.  Tollin  sale,  Galerie  Georges  Petit,  Paris,  May  21,  1897,  no. 

209,  illus.  Called  Brussels,  early  fifteenth  century. 
Lord  Grimthorpe  sale,  Christie's,  London,  May  10,  1906,  no. 

131,  illus.  Called  Burgundian,  last  years  of  the  fifteenth 

century. 

Given  to  the  MMA  by  Jacques  Seligmann,  1906. 


FIG.  9.  Christ  Shown  to  the  People,  by  Albrecht  Diirer.  Engraving.       FIG.  10.  Ecce  Homo,  school  of  Diirer.  Engraving.  Trustees  of  the 
MMA,  Fletcher  Fund,  19 19  (19.73.10).  British  Museum,  London. 
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PUBLICATIONS 

MM  A  Bulletin  i  (1905—06),  p.  125.  Listed  as  a  "Burgundian 
tapestry,  XVth  Century"  among  the  accessions  of  June  28  to 
July  24, 1906. 

De  Ricci,  Seymour.  Catalogue  of  Twenty  Renaissance  Tapes- 
tries from  the /.  Pierpont  Morgan  Collection.  Paris,  19 13,  p. 
7.  Mentioned,  as  an  early  sixteenth-century  example  of  an 
Ecce  Homo,  in  discussion  of  a  late  fifteenth-century  tapestry 
of  the  same  subject  (now  owned  by  the  University  of  California 
at  Berkeley). 

Hunter,  George  Leland.  "Miniature  Tapestries  of  the  Infant 
Christ."  Arts  and  Decoration  6  (1916)  p.  497.  Mentioned. 

Candee,  Helen  Churchill.  The  Tapestry  Book.  1912;  reprint, 
New  York,  1935,  pi.  facing  p.  55.  Called  Brussels,  about 
1520. 

Standen,  Edith  A.  "Ostentatio  Christi  and  Ecce  Homo:  Two 
Sixteenth-Century  Flemish  Tapestries  in  the  Metropolitan 
Museum  of  Art."  Artes  Textiles  10  (198 1)  pp.  24—26,  fig.  4. 

NOTES 

1.  Known  as  the  "Dreifigurenbild."  The  development  of  the  type  is 
discussed  in  Erwin  Panofsky,  "Jean  Hey's  'Ecce  Homo':  Specula- 
tions about  its  Author,  its  Donor,  and  its  Iconography,"  Musees 
Royaux  des  Beaux-Arts  Bulletin,  Brussels,  5  (1956)  pp.  113,  114, 
1 16-19, n-  58. 

2.  Other  instances  include  a  painting  in  Tournai  cathedral,  by  Jan 
Sanders  van  Hemessen  (Keizer  Karel  en  zijn  tijd,  exh.  cat.,  Museum 
voor  Schone  Kunsten  [Gent,  1955]  no.  81,  attributed  to  Quentin 
Massys);  the  man  holds  a  scourge  between  his  teeth.  Another,  in 
the  Smidt  van  Gelder  Museum,  Antwerp,  is  by  Pieter  Aertsen;  the 
man  holds  a  scourge  and  a  switch  of  twigs.  In  a  print  by  Lucas  van 
Leyden  (Bartsch  63)  the  man  has  a  scourge  over  his  shoulder. 

3.  See  8,  note  2. 

4.  Panofsky,  "Jean  Hey's  'Ecce  Homo,' "  fig.  24. 

5.  F.  W.  H.  Hollstein,  German  Engravings,  Etchings,  and  Woodcuts, 
ca.  1400— ijoo  (Amsterdam,  n.d.)  vol.  4,  p.  262,  no.  2,  illus. 

6.  A.  de  Bosque,  Quentin  Metsys  (Brussels,  1975)  pp.  198-200,  pi. 
64.  Dated  1520-23. 

7.  Dated  about  1520  (Jacques  Lavalleye,  Les  Primitifs  flamands:  II. 
Repertoire  des  peintures  flamandes  des  quinzieme  et  seizieme 
siecles.  Collections  d'Espagne,  no.  1  [Antwerp,  1953]  p.  15,  pi.  13, 
no.  11). 

8.  Derived  eventually  from  Dieric  Bouts  (Panofsky,  "Jean  Hey's  'Ecce 
Homo,'"  p.  112,  fig.  16). 
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10  The  Story  of  Mercury  and  Herse 


Two  pieces  from  a  set  of  eight 

a  The  Bridal  Chamber  of  Herse 

b  Aglauros  Changed  to  Stone  by  Mercury 

Flemish  (Brussels);  probably  designed  by  a  Raphael  follower  or 
a  Flemish  artist  under  strong  Italian  influence;  woven  in  the 
workshop  of  Willem de  Pannemaker  (fl.  153  5—1578),  about 
1550. 

City  mark  on  10a  and  weaver's  mark  on  both  pieces. 
Wool,  silk,  and  silver  and  silver-gilt  thread. 
10a  14  ft.  5  in.  x  17  ft.  8  in.  (4.39  m  x  5.38  m); 
10b  14  ft.  z  in.  x  23  ft.  7  in.  (4.32  mx  7.19  m). 
20—22  warps  per  inch,  8—9  per  centimeter. 
Bequest  of  George  Blumenthal,  194 1  (41.190. 134  [10b]; 
41. 190.135  [10a]). 


DESCRIPTION 

Small  bands  of  scrolling  leaves  in  yellow,  blue,  green, 
red,  and  gilt  thread  on  a  silver  ground  surround  each  scene 
and  frame  the  four  panels  of  varying  widths  that  consti- 
tute the  main  borders.  The  upper  panels  are  narrow,  with 
a  guilloche  pattern  in  yellow  and  gold  on  a  red,  pale  yel- 
low, or  pink  ground.  The  side  panels  nearly  mirror  each 
other  and  have  gold  grounds;  at  the  top  of  each  is  a  wreath 
of  leaves,  flowers,  and  fruit  in  blue,  red,  pink,  yellow, 
green,  and  cream.  Four  richly  ornamented  architectural 
niches,  all  different,  fill  the  space  between  the  wreath  and 
the  base  of  the  tapestry;  each  holds  a  full-length  female 
figure  representing  a  Virtue.  The  lower  borders  have  gold 
grounds  and  seated  female  figures  representing  personifi- 
cations of  various  qualities.  The  guards  are  dark  blue  with 
a  gold  stripe;  the  Brussels  mark,  in  gold  thread  with  a  red 
shield,  is  seen  on  the  lower  guard  of  10a  and  the  mark  of 
Willem  de  Pannemaker,  also  in  gold  (see  detail),  on  the 
side  guard  of  both  pieces. 

Gilt  and  silver  threads  are  lavishly  employed  through- 
out, only  flesh  tones  being  entirely  without  them.  In  addi- 
tion to  being  used  as  normal  wefts,  they  cover  large  areas 
in  basket  weave,  including  the  gold  background  of  the 
border  panels  and  all  the  simulated  embroidered  or  bro- 
caded designs  on  costumes  and  wall  hangings.  Sometimes 
they  are  mingled  with  colored  threads  to  give  effects  of  red 


gold,  yellow  gold,  or  blue  gold.  Gilt  threads  have  a  yellow 
core,  silver,  a  blue  one.  Silk  is  used  mostly  for  yellow,  pink, 
pale  blue,  and  green. 


SUBJECT 

The  story  of  the  love  affair  between  Mercury  and  Herse 
as  told  by  Ovid  is  incomplete  and  somewhat  incoherent. 
The  god,  flying  over  Athens,  saw  Herse,  one  of  the  three 
daughters  of  King  Cecrops,  as  she  and  other  maidens  were 
celebrating  a  festival  of  Minerva  by  carrying  mystic  gifts  in 
flower-wreathed  baskets  on  their  heads  to  the  temple  of 
the  goddess.  Mercury  fell  in  love  with  her  and  flew  to 
earth,  undisguised,  holding  his  wand  in  his  hand  and  wear- 
ing his  winged  sandals.  The  three  daughters  of  Cecrops — 
Pandrosos,  Aglauros,  and  Herse — occupied  three  adja- 
cent rooms  in  the  king's  palace,  richly  adorned  with  ivory 
and  tortoiseshell.  When  Mercury  approached,  Aglauros 
asked  him  what  he  wanted;  when  he  told  her,  she  de- 
manded gold  and  made  him  leave  the  palace.  Minerva, 
who  had  reason  to  dislike  Herse  and  did  not  wish  her  to  be 
in  favor  with  the  god  and  rich  with  his  gold,  then  sought 
out  Envy  to  infect  Aglauros.  Envy  entered  Aglauros's 
chamber,  touched  her  breast  with  festering  hand,  and 
breathed  poisonous  air  into  her  nostrils,  while  she  pic- 
tured to  Aglauros's  imagination  Herse's  blessed  marriage. 
Aglauros  was  consumed  by  jealousy  of  Herse  and  longed 
to  die,  or  to  tell  all  to  their  stern  father.  At  last  she  sat 
down  at  her  sister's  threshold  and  refused  to  let  Mercury 
enter.  He  opened  the  door  by  touching  it  with  his  wand 
and  changed  Aglauros  into  stone.  Mercury  then  left  Ath- 
ens and  flew  to  heaven.1 

The  eight  episodes  shown  in  the  tapestry  series  do  not 
exactly  follow  the  story  as  told  by  Ovid,  and  it  is  not 
certain  how  they  should  be  arranged.  A  possible  sequence 
is:2 
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1.  Mercury,  flying,  sees  Herse  among  the  maidens  going 
to  the  temple  of  Minerva. 

2.  Mercury  walking  with  Herse. 

3.  Aglauros  stopping  Mercury  on  the  palace  steps; 
Minerva  flying  off  to  visit  Envy. 

4.  Cecrops  welcoming  Mercury. 

5.  Mercury  dining  with  Cecrops  and  his  daughters; 
Envy  infecting  Aglauros. 

6.  Dancing  and  music  in  Cecrops's  palace. 

7.  Mercury  entering  Herse's  room  (Bridal  Chamber  of 
Herse). 

8.  Mercury  causing  Aglauros  to  vanish,  then  flying 
away  (Aglauros  Changed  to  Stone  by  Mercury). 


The  omission  of  a  scene  showing  Minerva  visiting  Envy, 
which  is  usually  found  in  illustrated  sixteenth-century 
editions  of  the  Metamorphoses,  is  striking;  even  more 
surprising  is  the  addition  of  scenes  showing  Mercury  wel- 
comed by  Cecrops,  dining  en  famille,  and  being  entertained 
with  music  and  dancing.  These  are,  in  fact,  inconsistent 
with  Ovid's  account,  as  he  says  that  Aglauros  was  tempted 
to  reveal  Herse's  liaison  to  Cecrops,  implying  that  Mer- 
cury's visits  were  clandestine.  Even  Mercury's  entrance 
into  Herse's  room  is  not  described  by  Ovid.  These  altera- 
tions of  the  classical  story  suggest  that  the  source  used  for 
the  tapestries  was  a  contemporary  adaptation,  perhaps 
invented  for  a  special  occasion  such  as  a  wedding. 

The  border  figures  are  not  related  to  the  main  subjects. 
Those  at  the  sides  are  the  three  Theological  and  the  four 
Cardinal  Virtues,  with  an  additional  figure  of  Justice.  The 
other  tapestries  of  the  set  show  the  Elements,  Fates, 
Muses,  Liberal  Arts,  and  other  figures.  The  personifica- 
tions of  the  lower  borders  seem  to  have  no  significance  as  a 
group;  the  other  tapestries  of  the  set  show  deeds  of  Her- 
cules, the  story  of  Prometheus,  and  such  abstractions  as 
Wisdom,  Architecture,  Vigilance,  Abundance,  and  For- 
tune. 

The  side  borders  were  first  used  on  Raphael's  Acts  of 
the  Apostles,  when  they  had  a  precise  significance,  related 
to  the  central  subjects  of  each  piece.  This  was  so  subtle, 
however,  that  it  was  not  understood  by  the  Brussels  work- 
shop; some  borders  were  placed  around  central  scenes  for 
which  they  had  not  been  intended.3  The  lower  borders 
were  made  for  the  reweavings  of  the  Acts,  such  as  those 
now  in  the  Spanish  National  Collection  and  the  Palazzo 


Ducale,  Mantua,4  to  replace  the  Medicean  subjects  of  the 
original  set,  but  no  relationship  between  them  and  the 
scenes  from  Acts  above  them  has  been  found.  Later  they 
were  used  on  the  Hannibal  set,  divided  between  the  Baye- 
risches  Nationalmusuem,  Munich,  and  the  Uffizi,  Flor- 
ence; by  this  time,  they  had  clearly  become  completely 
meaningless,  as  figures  were  omitted  or  repeated,  and 
vaguely  similar  ones  were  added,  apparently  at  random. 


SOURCE  OF  THE  DESIGNS 

The  relationship  to  Raphael  is  so  marked  that  it  is  pos- 
sible the  designs  were  made  by  one  of  his  followers,  such 
as  Giulio  Romano  or  Giovanni  Francesco  Penni,  presum- 
ably in  the  1520s.  The  existence  of  a  drawing  of  Mercury 
and  Aglauros  by  Penni  in  the  National  Musuem,  Stock- 
holm,5 though  unrelated,  shows  that  the  subject  was  of 
some  interest  to  the  workshop.  A  drawing  attributed  to 
Tommaso  Vincidor  in  the  Louvre6  has  the  same  strange 
wall  or  bridge  with  small  figures  clambering  over  it  that 
appears  in  the  background  of  10b. 

Bernaert  van  Orley  has  been  suggested  as  possibly  the 
designer  of  the  lower  borders;7  the  iconographical  rela- 
tionship between  these  figures  and  some  of  the  named 
personifications  on  the  Honores  tapestry  set  in  the  Span- 
ish National  Collection  suggests  a  Flemish,  rather  than  an 
Italian,  artist. 


WEAVER   AND  DATE 

Willem  de  Pannemaker,  whose  workshop  made  the 
twelve  pieces  of  the  Conquest  of  Tunis  for  Charles  V  be- 
tween 1549  and  1554,  was  the  leading  Brussels  manufac- 
turer of  the  mid-sixteenth  century.8  The  Barcelona  set, 
which  has  no  metal  thread  and  is  probably  a  later  weav- 
ing, is  dated  1 5  74,  suggesting  that  10  may  have  been  made 
about  the  middle  of  the  century. 


RELATED  TAPESTRIES 

The  complete  set  of  which  10  is  part  was  formerly 
owned  by  the  dukes  of  Medinaceli  in  Spain.  Two  pieces, 
Mercury  Walking  with  Herse  and  Cecrops  Welcoming 
Mercury,  are  in  the  Prado.9  Mercury  Seeing  Herse  belongs 
to  the  conde  de  Aranda,  at  the  Epila  Palace  in  Aragon;10 
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Aglauros  Stopping  Mercury  to  the  duke  of  Lerma  (exhib- 
ited in  the  Hospital  de  San  Juan  Bautista,  Toledo) ;  Mer- 
cury Dining  with  Cecrops  to  the  duchess  of  Cardona;  and 
Dancing  in  Cecrops's  Palace  to  the  duke  of  Medinaceli, 
Seville. 

A  set  of  six  pieces  and  two  fragments  is  owned  by  the 
Disputation  Provincial  de  Barcelona.  Cecrops  Welcoming 
Mercury  and  Mercury  Dining  with  Cecrops  are  missing. 
There  is  no  metal  thread  and,  though  the  tapestries  have 
the  same  upper  borders  and  similar  wreaths  in  the  upper 
corners,  the  side  and  lower  borders  are  filled  with  land- 
scapes containing  animals  and  small  mythological  scenes. 
There  are  Brussels  and  Willem  de  Pannemaker  marks.  The 
set  was  acquired  in  1578  by  Don  Fernando  de  Toledo, 
prior  of  Castille  and  captain-general  of  Catalonia.11 

A  set  of  eight  pieces  owned  in  the  seventeenth  century 
by  Prince  Thomas  of  Savoy  Carignan-Soisson  was  ac- 
quired by  Charles  Emmanuel  III  of  Savoy  in  174 5. 12  The 
designs  are  very  similar  to  those  of  the  set  to  which  10 
belongs,  but  the  borders  differ.  Aglauros  Changed  to 
Stone  is  in  the  Quirinale  Palace,  Rome;  it  has  the  mark  of 
Jan  Ghieteels  and  is  thought  to  have  been  woven  about 
1559—60.  Mercury  Seeing  Herse  was  sold  at  the  Galerie 
Georges  Petit,  Paris,  June  19,  1922  (no.  104,  illus.),  and 
belonged  to  Mme  S.  Horst,  Lausanne,  in  195 8. 13  Mercury 
Dining  with  Cecrops  was  in  the  Chateau  d'Esperan,  Saint- 
Gilles,  Gard,  in  196 1. 14 

Another  example  of  Mercury  Seeing  Herse,  with  a  dif- 
ferent border,  was  in  the  liquidation  sale  of  the  Van 
Diemen  Gallery,  Paul  Graupe,  Berlin,  April  26,  27,  193 1 
(no.  692,  illus.),  and  a  greatly  simplified  version  of  the 
Bridal  Chamber  of  Herse  was  once  owned  by  the  German 
dealer  Haberstock. 15 

The  figures  of  the  side  borders  are  found  on  the  Vatican 
Acts  of  the  Apostles  (all  finished  by  15  21)  and  on  the  later 
weavings  of  the  same  series  in  Madrid  and  Mantua,  on 
which  the  lower  borders  of  10  also  appear.  The  Madrid 
set  does  not  have  the  Brussels  mark  and  thus  was  presum- 
ably woven  before  1528;  the  weaver's  marks  have  been 
interpreted  as  those  of  Nicolas  Leyniers  or  Pieter  van 
Aelst,16  the  latter  the  weaver  of  the  Vatican  set.  The 
Mantua  set  has  the  Brussels  mark17  and  that  of  the  weaver 
Jan  van  Tiegen,  with  the  arms  of  Cardinal  Ercole  Gonzaga, 
who  died  in  15 63. 18  All  these  borders  are  also  found  on 
the  Moses  series  in  the  Kunsthistoriches  Museum,  Vienna, 
woven  by  Jan  van  Tiegen  and  believed  to  date  from  about 


1 5  60; 19  they  were  also  used  on  the  Adam  and  Eve  set  in 
the  Bayerisches  Nationalmuseum,  Munich,20  and  on  a 
Hannibal  set,  of  which  five  pieces  are  in  the  Bayerisches 
Nationalmuseum  and  three  in  the  Uffizi,  Florence.21 

HISTORY 

In  the  possession  of  the  de  la  Cerda  family,  dukes  of  Medinaceli, 
Spain,  possibly  since  the  sixteenth  century.  The  widow  of  the 
duke  who  died  in  1873  was  created  duchess  of  Denia  in  1882. 
The  tapestries  remained  in  her  possession  until  her  death  in 
1903,  when  they  passed  to  the  duke's  heirs. 

Said  to  have  been  acquired  by  Heilbronner  and  to  have  been 
sold  by  him  to  Jacques  Seligmann. 

In  the  George  Blumenthal  collection,  before  1909. 

Bequeathed  to  the  MMA  by  George  Blumenthal,  1941. 

EXHIBITIONS 

Paris,  Jacques  Seligmann  (former  Hotel  de  Sagan),  1 9 1 3 .  Expo- 
sition d'objets  d'art  du  Moyen  Age  et  de  la  Renaissance  .  .  . 
organiseepar  la  Marquise  de  Ganay,  cat.  nos.  339,  340.  Lent 
by  George  Blumenthal.  Dated  about  1520,  after  designs  by 
Giulio  Romano. 

New  York,  MMA,  1943.  Masterpieces  in  the  Collection  of 
George  Blumenthal,  a  Special  Exhibition,  cat.  pi.  3 1  [10a]. 

New  York,  MMA,  1970.  Masterpieces  of  Fifty  Centuries,  no. 
246  [10a]. 

Athens,  National  Pinakothiki,  Alexander  Soutzos  Museum, 
1979.  Treasures  from  the  Metropolitan  Museum  of  Art,  cat. 
no.  34  [10a]. 

PUBLICATIONS 

Melida,  Jose  Ramon.  "Les  tapisseries  flamandes  en  Espagne. 
Les  Fables  de  Mercure."  Les  Arts  anciens  de  Flandre  1 
(1905—06)  pp.  169—71.  Set  said  to  be  in  the  palace  of  the 
duchess  of  Denia,  but  owned  by  the  heirs  of  the  ducal  house 
of  Medinaceli;  said  to  have  been  probably  acquired  by  Don 
Juan  de  la  Cerda,  duke  of  Medinaceli,  governor  of  the  Low 
Countries,  who  died  in  1575;22  subject  given  as  the  love 
of  Mercury  and  the  nymph  Carmenta,23  taken  from  some 
poem;  related  stylistically  to  the  Vertumnus  and  Pomona  set 
in  Madrid;  design  attributed  to  a  Flemish  artist  educated  in 
Italy;  borders  described  as  inspired  by  and  in  part  copied 
from  Raphael's  for  the  Acts  series. 

Melida,  Jose  Ramon.  "Una  tapiceria  inedita."  Forma  2  (1907) 
illus.  pp.  245,  246  (10b  and  detail  of  border),  248  [10a];  p. 
274,  note  by  M.  U.  [Miguel  Utrillo]  recording  the  Barcelona 
set. 
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J.  B.  [Joseph  Breck].  "Two  Tapestries  Woven  by  Wilhelm  de 
Pannemaker."  The  Wing  of  Decorative  Arts,  Supplement  to 
MMA  Bulletin  5  (March  1910)  p.  31.  Lent  by  George  Blu- 
menthal.  Said  to  represent  probably  Ovid's  story  of  Mercury, 
Herse,  and  Aglauros,  and  to  have  been  woven  1525—50  from 
designs  by  an  Italian  artist,  probably  Florentine. 

J.  B.  [Joseph  Breck].  "Two  Tapestries  Woven  by  Wilhelm  de 
Pannemaker,  a  Further  Note."  MMA  Bulletin  5  (19 10)  pp. 
16—68,  illus.  (detail  of  10a).  Set  of  eight  listed  and  said  to 
have  probably  been  acquired  by  the  sixth  duke  of  Medinaceli 
when  governor  of  the  Netherlands,  before  his  death  in  1 575 ; 
the  Bridal  Chamber  and  Dancing  and  Music  described  as 
visions  inspired  in  Aglauros  by  Envy. 

Donnet,  Fernand.  "Note  sur  quelques  tapisseries  bruxelloises  a 
Barcelone."  Bulletin  de  VAcademie  Royale  d'Archeologie  de 
Belgique,  191 2,  pp.  201,  202.  Described  as  among  eight 
panels  owned  by  the  duchess  of  Denia,  Madrid,  representing 
the  story  of  Mercury  and  Carmenta. 

Candee,  Helen  Churchill.  The  Tapestry  Book.  New  York, 
19 1 2,  pp.  74—76,  color  frontispiece  [10a].  Described  as  on 
loan  to  the  MMA,  woven  from  Italian  cartoons.  Reprinted 
without  change  in  1935  edition. 

Hunter,  George  Leland.  "Tapestries  at  the  Metropolitan  Mu- 
seum." International  Studio  45  (February  1912)  pp.  lxxxviii, 
258,  illus.  [10b]. 

Hunter,  George  Leland.  Tapestries,  Their  Origin,  History  and 
Renaissance,  New  York,  191 2,  pp.  409, 412, 413,  pi.  3  (col- 
or) [10a].  Gold  in  basket  weave  noted;  complete  set  said  to  be 
owned  by  the  duchess  of  Denia,  Spain. 

De  Ricci,  Seymour.  Exposition  d'objets  d'art  du  Moyen  Age  et 
de  la  Renaissance  . .  .  organisee  par  la  Marquise  de  Ganay  a 
Yancien  hotel  deSagan  (Mars—Juin  1913).  Paris,  1914,  pi.  77 
[10a].  Both  mentioned,  said  to  be  from  cartoons  by  an  un- 
identified Flemish  artist. 

Vitry,  Paul.  "Exposition  d'objets  d'art  du  Moyen  Age  et  de  la 
Renaissance,  organisee  par  Madame  la  Marquise  de  Ganay." 
Les  Arts,  no.  141  (September  1913)  p.  24,  mentioned;  illus. 
p.  28  [10a]. 

Hunter,  George  Leland.  "The  Acts  of  the  Apostles  Tapestries, 
after  Raphael."  International  Studio  48  (February  1913)  p. 
lxxx.  Mentioned  as  having  the  same  borders  as  the  Madrid 
set  of  the  Acts. 

Hunter,  George  Leland.  "Scipio  Tapestries  now  in  America." 

Burlington  Magazine  29  (191 6)  p.  60.  Set  mentioned  as 

owned  by  the  duchess  of  Denia  and  George  Blumenthal. 
Gobel.  Wandteppiche  I,  vol.  1,  pp.  315,  316,  442;  vol.  2,  pi. 

275  [10a].  Barcelona  and  duchess  of  Denia  sets  mentioned; 

10  described  as  from  a  third  set;  dated  about  1570. 
Hunter.  Practical  Book  of  Tapestries,  pp.  133,  134.  Three 

pieces  of  set  said  to  be  owned  by  the  duke  of  Medinaceli  and 


one  each  by  the  count  of  Gavia,  the  duchess  of  Aliagra,  and 
the  duke  of  Tarifa;  described  as  rightly  attributed  to  Giulio 
Romano. 

Rubinstein-Bloch,  Stella.  Catalogue  of  the  Collection  of  George 
and  Florence  Blumenthal,  New-York.  Vol.  4,  Tapestries  and 
Furniture.  Paris,  1927,  pis.  xvi,  xviii.  Said  to  be  from  the 
collections  of  the  duchess  of  Denia  and  the  duke  of  Medina- 
celi, Madrid;  dated  about  1550;  10b  described  as  the  third  in 
the  set  of  eight,  10a  as  the  seventh. 

Duran  i  Canyameras,  F.  "Els  tapissos  de  l'Audiencia  al  nostre 
museu."  Butllettdels  Museus  d'Artde  Barcelona  7  (1937)  p. 
378.  One  tapestry  of  series  said  to  be  in  "Museu  Brumen- 
thal,"  New  York. 

Taylor,  Francis  Henry.  "The  Blumenthal  Collection."  MMA 
Bulletin  36  (1941)  pp.  193,  196,  illus.  patio  in  Blumenthal 
house,  showing  parts  of  10a  and  b  on  walls. 

Louchheim,  Aline  B.  "Five  Thousand  Years  of  Art:  Survey  of 
the  Metropolitan's  Collection."  Art  News  Annual  1945-46, 
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10a  The  Bridal  Chamber  of  Herse 


DESCRIPTION 


Herse,  nude  except  for  a  blue  and  gold  drapery  shaded 
in  pink  that  she  holds  to  her  breast,  sits  at  the  end  of  a  bed. 
Her  fair  hair,  in  a  braid  coiled  round  her  head,  is  held  in 
place  by  a  red  and  gold  circlet.  She  rests  her  right  foot  on  a 


yellow-gray  wooden  stool.  A  child  with  curly  yellow  hair 
and  a  short  red,  yellow,  and  gold  tunic  kneels  to  remove 
the  red  and  gold  sandal  on  her  left  foot.  Mercury,  ap- 
proaching from  the  left,  wears  a  red  and  yellow  cloak  with 
a  pattern  in  gold.  His  right  foot  is  bare  and  he  is  stepping 
out  of  the  red,  yellow,  and  blue  winged  sandal  on  his  left. 
A  cupid  flying  above  him  holds  a  fold  of  the  cloak  in  his 
right  hand  and  Mercury's  red  hat  with  yellow  and  gold 
wings  in  his  left;  he  has  red,  green,  and  yellow  wings  and  a 
pink  and  gold  tunic.  Two  flying  nude  children  hold  back 
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the  bed  curtains;  their  wings  are  red,  blue,  and  yellow.  The 
bed  has  a  round  red,  yellow,  and  gold  canopy  with  a 
pointed  top;  the  curtains  are  blue-green  outside  and  deep 
blue,  with  red  and  gold  ornamentation,  inside.  There  are 
two  gray  pillows  with  red  tassels;  they  and  the  gray  upper 
part  of  the  bed  are  strewn  with  pink,  blue,  and  red  flowers 
and  green  leaves.  The  coverlet  is  red  with  a  gold  pattern. 
Two  short  yellow-brown  and  gray  legs  are  seen  at  the  foot 
of  the  bed,  with  two  swags  of  a  gold-striped  blue  drapery 
between  them  and  a  partly  visible  blue  vessel  under  the 
bed.  To  the  left  is  a  round  table  with  a  yellow-gray  and 
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gold  marble  top;  on  this  is  a  red  and  gold  drapery,  with 
Mercury's  red-brown  and  gold  caduceus  lying  across  it. 
The  red-brown  table  has  a  single  central  support,  deco- 
rated with  acanthus  leaves,  and  a  round  base,  with  three 
animal  legs  above  it.  Behind  the  table  is  a  red-brown  and 
gray  stool,  with  animal  legs;  it  is  covered  with  a  striped 
green  and  gold  fabric,  bordered  with  fringe,  and  supports 
a  red,  red-brown,  and  gold  cushion  with  tassels.  Behind 
this  is  part  of  a  sideboard  covered  with  a  white,  gray,  and 
silver  cloth,  holding  pieces  of  plate  and  a  towel  in  red, 
white,  yellow,  and  blue.  The  lower  parts  of  the  walls  are 
covered  with  ornamental  hangings;  on  the  left,  the  elab- 
orate patterns  are  gold  on  light  and  dark  blue,  on  the  right, 
white  and  gold,  with  a  blue  fringe  at  the  base.  A  dado 
above  is  divided  into  panels  by  heavy  carved  red-brown 
and  gray  moldings.  The  panel  in  the  upper  left  corner  has  a 
red  ground  and  a  dull  yellow  pattern,  but  is  largely  con- 
cealed by  a  red  and  yellow  four-light  flaming  chandelier 
hanging  from  the  ceiling  in  front  of  it.  The  next  panel  to 
the  right  is  pale  brown  grained  wood,  with  a  blue,  hinged 
iron  bar  across  the  base;  in  front  of  it  stands  a  two-handled 
red  and  yellow  vase,  holding  a  mass  of  flowers  and  leaves 
in  blue,  red,  pink,  yellow,  and  white.  Roses,  lilies,  colum- 
bines, pinks,  and  irises  can  be  distinguished.  The  red  and 
yellow  panel  behind  the  bed  canopy  has  a  grotesque  de- 
sign, in  which  a  small  figure,  rising  from  a  leafy  scroll,  and 
two  butterflies  are  visible.  The  single  panel  on  the  fore- 
shortened right  wall  also  has  a  grotesque  design  with  two 
monster  heads  in  yellow  on  a  light  gray  and  yellow  ground. 
The  floor  consists  of  rectangles  of  marble  in  shades  of 
blue-green,  blue,  yellow,  pink,  red,  brown,  gray,  and  lav- 
ender, with  blue  and  silver  and  gold  bands  separating 
them. 

The  top  niche  of  each  side  border  has  two  seated  red 
and  yellow  griffins  flanking  an  openwork  blue  half-dome 
and  looped  green  and  gold  curtains  above  two  small  ves- 
sels with  red  and  yellow  flames.  The  figure  (Faith),  in  blue 
with  a  red  cloak,  holds  a  cross  over  one  shoulder  and 
raises  a  red  chalice.  The  other  three  niches  are  shaped  like 
triumphal  arches.  The  woman  in  the  second  (Justice),  in 
red  with  a  blue  cloak,  has  a  blue  pair  of  scales  in  the  left 
border,  but  holds  a  blue  sword  in  the  right.  The  figure 
below  (Hope)  has  a  blue-green  dress  with  a  pale  pink  or 
red  overgarment.  The  lowest  niche  has  small  gold  and 
yellow  flying  figures  in  the  red  and  pink  spandrels  of  the 
arch.  The  woman  (Charity)  wears  a  yellow-green  or  blue 


dress  and  red  skirt.  She  has  a  nude  child  on  each  arm  and 
two  more  stand  beside  her;  she  rests  one  foot  on  a  red  and 
blue  vase. 

The  lower  border  has  a  gold  ground  above,  separated 
by  a  low  blue  and  yellow  railing  from  a  marble  floor  in  red, 
pink,  lavender,  brown,  dull  yellow,  and  gray.  From  the 
railing  rise  five  elaborate  supports  in  blue,  red,  and  yellow, 
decorated  with  small  dolphins;  on  them  stand  figures  with 
blue  and  yellow  or  pink  butterfly  wings  and  two  blue- 
green,  yellow,  or  red  urns  on  their  heads.  Long  red  ribbons 
stream  from  their  shoulders.  Between  these  grotesques  are 
four  seated  women.  The  one  on  the  far  left  is  in  blue-green, 
with  a  red  belt,  a  wreath  of  blue  flowers  on  her  head,  and 
red  and  blue  flower  circlets  over  her  right  arm;  she  holds 
an  open  book  on  her  lap  with  a  flaming  red  heart  standing 
on  it.  Next  to  her,  a  woman  in  blue  and  red  (Fortitude) 
puts  her  hand  on  the  severed  head  of  a  bearded  man  sup- 
ported by  a  pale  blue  blade;  she  holds  an  open  dark  blue 
book,  decorated  in  gold,  on  her  knee,  and  the  end  of  a  long 
gray  wooden  crutch  lies  under  her  foot  (see  detail).  The 
next  woman  (Temperance)  has  a  white  kerchief,  red  dress, 
and  blue  cloak;  she  holds  a  large  clock  in  blue,  pink, 
orange,  red,  silver,  and  gold,  with  indistinct  Roman  nu- 
merals in  black  and  silver,  resting  on  a  closed  book.  The 
woman  on  the  right  (Diligence)  has  a  blue  cap  and  a  blue- 
green  dress  with  a  red  sash.  She  holds  a  twisted  vine, 
possibly  hops,  with  yellow-green  fruit;  a  string  tied  to  the 
vine  supports  a  brown  gourdlike  object  from  which  flames 
appear.  She  wears  blue  winged  sandals;  her  left  foot  rests 
on  an  open  book  with  illegible  dark  brown  lettering. 

The  Brussels  mark  in  gold  and  red  appears  in  the  lower 
left  guard  with  Willem  de  Pannemaker's  mark  in  gold  on 
the  lower  right  side  border  (see  detail). 


CONDITION 

Much  of  the  metal  thread  has  lost  its  metallic  cover;  the 
silver  is  somewhat  tarnished.  A  horizontal  area  of  repair  is 
seen  on  the  bed  below  the  pillow,  Herse's  left  arm,  and 
across  to  both  borders,  marking  where  the  tapestry  was 
once  folded.  Some  slits  have  been  coarsely  sewn  up,  and 
there  are  small  areas  of  repair. 

SUBJECT 

The  Theological  Virtues  in  the  side  borders  have  their 
usual  attributes:  Faith,  a  chalice  and  a  cross;24  Hope,  joined 
hands  raised  to  heaven  and  an  upward  glance;25  and 
Charity,  children.  The  fourth  figure,  inserted  apparently 
to  fill  a  space,  has  a  balance  in  the  left  border  and  a  sword 
in  the  right  and  is  thus  identifiable  as  Justice;26  she  should 
properly  appear  among  the  Cardinal  Virtues,  as  in  fact  she 
does  on  iob. 

The  first  figure  on  the  left  in  the  lower  border  has  been 
identified  as  Faith,  but  the  flaming  heart  suggests  she  may 
be  some  aspect  of  Love.27  The  second,  with  the  head  of 
Holofernes  and  a  crutch  under  foot  to  show  she  needs  no 
aid,  is  Fortitude;28  the  third  is  unmistakably  identified  by 
her  clock  as  Temperance;29  the  fourth  is  certainly  Dili- 
gence, as  the  words  "Diligentia  est"  are  written  on  the 
book  of  the  same  figure  in  Vienna.30  Her  winged  sandals 
support  this  identification;  possibly  the  vine  she  holds  is 
Jonah's  gourd  that  grew  up  overnight. 


SOURCE  OF  THE  DESIGN 

The  artist  used  the  Caraglio  print  of  the  Marriage  of 
Alexander  and  Roxana  after  Raphael  as  the  basis  for  his 
composition  and  for  the  figure  of  Herse. 

The  Theological  Virtues  are  adapted  from  Raphael- 
esque  designs  originally  made  for  the  borders  of  the  Sacri- 
fice at  Lystra  in  the  Acts  of  the  Apostles  tapestry  set  in  the 
Vatican.31  According  to  Vasari,  the  borders  of  this  set 
were  designed  by  Giovanni  Francesco  Penni.  The  figures 
are  closely  copied;  the  niches  are  new  inventions.32 

RELATED  TAPESTRIES 

The  replica  in  Barcelona  was  woven  from  the  same  car- 
toon except  for  the  borders.33  The  version  formerly 
owned  by  Haberstock  corresponds  in  its  main  features  to 
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the  other  examples,  but  almost  all  the  ornamentation  on 
walls,  draperies,  and  accessories  has  been  replaced  by 
plain  surfaces;  there  are  no  borders. 

The  Theological  Virtues  are  also  found  on  the  Death  of 
Ananias  in  the  Acts  of  the  Apostles  set  in  the  Vatican, 
though  originally  intended  for  the  Sacrifice  at  Lystra;  on 
the  Preaching  at  Athens  in  the  Acts  sets  in  Madrid  and 
Mantua,  including  the  niches;34  on  Gathering  Manna 
from  the  Moses  set  in  Vienna;35  on  the  Temptation  from 
the  Adam  and  Eve  set  in  the  Bayerisches  Nationalmuseum, 
Munich  (the  fourth  figure  in  these  four  sets  is  Theology);36 
and  on  one  side  of  Breaking  through  the  Pass  ofCalicula 
from  the  Hannibal  set  in  the  same  museum  (the  fourth 
figure  is  Rhetoric).37 

The  lower  border  is  found  on  the  Moses  and  the  Burn- 
ing Bush  in  the  Moses  set  in  Vienna38  and  on  the  Cain 
Killing  Abel  in  the  Bayerisches  Nationalmuseum.39 


10b  Aglauros  Changed  to  Stone 
by  Mercury 

DESCRIPTION 

Mercury  stands  at  the  top  of  a  flight  of  steps  outside 
Cecrops's  palace.  He  raises  his  right  hand  and  holds  his 
caduceus  in  his  left  (see  detail).  He  has  fair  hair  and  wears 
a  winged  red  hat,  red  and  gold  sandals,  and  a  pink  under- 
garment with  a  red  and  gold  cloak  over  it.  Aglauros  is  in 
the  act  of  disappearing;  her  legs  are  no  longer  visible.  She 
wears  a  yellow  and  red-brown  dress  with  gold  embroidery 
and  raises  her  arms.  Half-seen  in  the  doorway,  a  fair-haired 
bearded  man,  presumably  Cecrops,  expresses  amazement; 
he  is  dressed  in  green  and  gold,  with  brown  sandals.  In  the 
upper  right,  Mercury  is  seen  flying  away.  Two  men  in  the 
foreground,  with  only  the  upper  parts  of  their  bodies  visi- 
ble, turn  to  look  at  him.  The  one  on  the  left  wears  a  red 
garment  with  a  pattern  in  gold  showing  seated  lions, 
framed  in  rays  of  light,  and  birds;  the  other  is  in  green  with 
a  dark  blue  cloak  flying  out  behind  him.  Many  of  the  small 
figures  in  the  background  also  look  up  at  the  god.  The 
setting  is  an  open  space,  with  the  palace  on  the  left  and  a 
round  temple  further  away  on  the  right.  The  palace  is 


elaborately  decorated  and  is  approached  by  a  flight 
of  marble  steps  with  a  gold  handrail.  The  panel  behind 
Cecrops  is  red-brown,  simulating  wood  grain;  that  behind 
Herse's  right  arm  is  pale  and  dark  blue,  with  grotesque 
figures  in  gray  and  gold,  and  a  central  medallion  in  green, 
blue,  yellow,  and  pink.  Behind  the  railing  of  the  steps  are 
two  men:  one  in  pink  with  blue  leggings,  leaning  on  a 
stick,  the  other  in  green,  with  a  gold-striped  mantle  and 
orange  leggings.  A  girl  in  pink,  red,  and  blue  is  partly 
visible  through  the  gray  and  gold  balustrade  behind 
Mercury.  The  balustrade  supports  a  flaming  red-brown 
and  gold  urn  at  the  head  of  the  steps.  The  gray  temple, 
decorated  in  blue  and  gold,  has  a  yellow  and  gold  statue  of 
a  nude  woman,  holding  a  sickle  and  ears  of  grain,  in  a 
niche,  half  hidden  by  a  column;  two  priests  in  pink  and 
blue  stand  in  the  open  door.  There  are  several  small  figures 
in  green,  yellow,  blue,  and  pink  between  the  temple  and 
the  palace,  including,  beside  the  urn,  a  man  in  pink  and 
blue  with  a  large,  dull  yellow  greyhound.  These  figures 
stand  against  a  green  and  dull  yellow  background.  The 
steps  leading  to  the  palace  have  rectangles  of  marble  in 
blue,  green,  pink,  and  yellow,  separated  by  red-brown  or 
gold  bands  decorated  in  gold.  A  blue  stream  and  a  low 
gray  wall  (possibly  a  bridge)  form  the  boundary  of  the 
open  space  at  the  back,  separating  it  from  a  hilly,  wooded 
landscape  with  small  buildings,  in  blue,  green,  brown, 
gray,  and  dull  yellow.  A  man  in  yellow-gray  on  the  left  is 
climbing  over  the  wall;  a  woman  in  green  with  a  nude 
child  embracing  her  sits  beside  it,  and  a  man  in  blue  rests 
his  arm  on  it.  Four  semicircular  gray-brown  hollows  with 
small  round  yellow  holes  surrounded  by  stone  blocks 
break  the  surface  of  the  elaborately  decorated  wall.  On 
the  left  above  Mercury  is  an  archway  surmounted  by  a 
gray -pink,  blue-roofed  building,  approached  by  a  flight  of 
steps.  Two  trees  on  the  near  side  of  the  wall  grow  along- 
side the  stairs.  In  the  lower  right  corner  are  a  few  small 
plants  with  red  flowers. 

In  each  of  the  side  borders  the  uppermost  niche  has  two 
small  nude  figures  at  the  top,  holding  a  blue  canopy  over  a 
seated  woman  in  blue  and  gold  who  raises  a  blue  sword 
and  a  pair  of  blue  scales  (Justice);  the  architectural  niche  is 
red  and  pink.  The  niche  below  has  green  and  yellow  sa- 
lomonic  columns  resting  on  two  male  sphinges;  the  figure 
seated  between  them  (Prudence),  wearing  red  and  green, 
has  two  faces,  that  of  a  woman  looking  in  a  mirror  on  one 
side  and  that  of  a  bearded  man  on  the  other.  The  lintel  of 
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the  niche  below,  which  rests  on  two  gray-brown  or  yellow 
herms,  is  cracked  above  the  head  of  a  standing  helmeted 
woman  (Fortitude)  in  blue  and  green,  who  places  one 
hand  on  each  herm;  a  pale  yellow  lion  lies  at  her  feet.  The 
lower  corners  of  the  borders  have  backgrounds  of  gro- 
tesque designs  instead  of  architectural  niches.  They  con- 
tain a  woman  seen  in  profile  (Temperance),  wearing  blue 
and  gold,  placing  each  foot  on  a  low  red-brown  vessel  and 
holding  reins  and  a  bit  in  one  hand.  A  red-bordered  blue- 
green  panel  below  imitates  a  Roman  relief. 

The  lower  border  has  an  arrangement  similar  to  that  of 
ioa  except  that  each  of  the  seven  motifs  that  rise  from  the 
balustrade  is  surmounted  by  a  red-winged  harpy,  joined 
by  swags  of  leaves  attached  to  their  wing  tips.  There  are 
seven  seated  women.  The  first  on  the  left,  in  blue  with  red 
and  yellow  drapery  over  her  knees  and  two  gold  circlets 
and  one  narrow  red  one  over  her  right  forearm,  holds  a 
blue  ewer  in  her  right  hand;  a  pale  blue  eagle  sits  on  her 
left  wrist.  The  second  woman,  in  green,  rests  her  right 
hand  on  a  large  red  and  yellow  jug  containing  a  green  olive 
branch  and  extends  her  left  to  a  yellow-pink  lion  or 
lioness,  which  holds  out  its  paw  as  it  turns  to  look  at  her. 
The  third,  in  red  and  blue,  her  left  breast  and  arm  bare, 
holds  a  mace  in  her  gauntleted  right  hand;  her  right  foot  is 
shod,  her  left  bare,  and  a  gray  bird  is  perched  on  her  wrist. 
The  block  on  which  she  sits  has  a  design  of  a  trophy  of 
classical  arms.  The  fourth,  in  pink  and  blue-green,  has  a 
closed  blue  and  gold  book  on  her  knee  and  supports  a  blue 
anchor;  a  wooden  beam  passes  below  a  ring  at  the  top  of 
the  anchor  and  has  a  bird  with  spread  wings  perched  on  it. 
The  fifth,  in  blue,  green,  and  pink,  holds  a  blue  globe  with 
gold  bands  in  her  right  hand;  her  cap  has  small  red  wings 
and  her  gold  breastplate  has  a  rayed  face  in  the  center;  her 
left  arm,  in  armor,  grasps  a  spear.  The  sixth,  in  red  and 
orange,  holds  a  seated  fox  with  a  long,  bushy  tail,  which 
sees  its  head  reflected  in  a  blue  mirror  in  the  woman's  left 
hand.  The  seventh  has  a  blue  veil  over  her  head,  a  red 
dress,  and  blue  cloak;  she  holds  a  switch  of  twigs,  which 
rests  on  a  closed  book  on  her  knees. 

The  mark  of  Willem  de  Pannemaker  appears  in  the 
lower  right  guard. 

CONDITION 

Substantial  areas  in  the  middle  distance  have  been  re- 
woven  in  neutral  tones.  The  tapestry  has  been  cut  on  the 


left,  losing  the  narrow  edging  of  twisting  leaves  and  flow- 
ers. The  upper  and  left  guards  are  replacements.  Many 
slits  have  been  crudely  sewn  up  and  there  are  many  small 
areas  of  repair. 

SUBJECT 

The  Cardinal  Virtues  in  the  side  borders  have  unmis- 
takable attributes:  Justice,  a  sword  in  her  right  hand  and  a 
pair  of  scales  in  her  left;40  Prudence,  two-faced,  looking  in 
a  mirror;41  Fortitude,  standing  between  two  columns  with 
a  lion  at  her  feet;42  and  Temperance,  keeping  her  balance 
on  two  vessels  and  holding  reins  and  bit.43 

In  the  lower  border,  the  first  figure  on  the  left  has  not 
been  identified.  The  second  has  been  called  Peace,  because 
of  her  olive  branch.44  The  third,  with  one  arm  bare  and 
one  in  armor,  can  be  compared  to  Magnanimity,  who  also 
is  shown  in  this  form  on  an  Honores  panel,45  but  she  has 
also  been  identified  as  Victory.46  The  fourth  is  Hope,  with 
her  anchor.47  The  fifth  has  been  called  Fortune,  since  she 
holds  a  sphere,48  and  Prudence,49  but  a  woman  in  armor 
with  an  armillary  sphere  and  a  lance  in  the  Prudentia 
panel  of  the  Honores  set  is  labeled  "Providentia."50  An 
Honores  figure  called  Cautio  has  a  fox  and  a  mirror;51  the 
animal  has  been  called  a  dog  and  the  woman  Foresight  or 
Vigilance.52  The  final  figure  with  a  switch  of  twigs  and  a 
book  is  Docilitas  in  an  Honores  tapestry.53  No  coherent 
program  for  this  combination  of  personifications  has  been 
discovered. 


SOURCE  OF  THE  DESIGN 

The  composition  is  based  on  Raphael's  for  Saint  Paul 
Preaching  at  Athens  in  the  Acts  of  the  Apostles  tapestry 
series.  The  steps,  the  building  approached  by  them,  and 
the  temple  on  the  right,  with  the  pedimented  entrance 
between  the  columns  and  the  half-concealed  statues  in 
niches,  are  similar.  The  figures  on  the  right,  seen  only  to 
the  waist,  also  have  a  certain  resemblance,  and  the  head  of 
Cecrops  is  like  that  of  the  bearded  man  furthest  to  the  left 
in  Saint  Paul  Preaching.54 

The  fabric  decorated  with  lions  and  birds  worn  by  a 
man  in  the  foreground  is  frequently  found  in  Flemish  six- 
teenth-century tapestries.  The  design  is  that  of  a  typical 
late  fourteenth-century  Italian  silk,  probably  made  in 
Lucca.55  What  may  be  its  first  appearance  on  a  tapestry  is 
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in  the  Christ  Washing  the  Disciples9  Feet  and  Pentecost 
episodes  of  the  Life  of  Christ  and  of  the  Virgin  set  of  1 5 1 1 
in  Aix-en-Provence;56  a  very  late  one,  in  a  simplified  and 
misunderstood  form,  appears  on  a  piece  of  the  French 
seventeenth-century  Artemisia  series.57  In  paintings,  it  is 
found  on  the  dress  of  a  Madonna  by  Colijn  de  Coter  of 
about  1 5 10— 20  in  the  Art  Institute  of  Chicago58  and  on  a 
blue  and  gold  cloth  behind  the  altar  in  the  right  wing  of  an 
altarpiece,  painted  by  Bernaert  van  Orley,  1520—21,  in 
the  Galleria  Sabauda,  Turin.59 

The  Cardinal  Virtues  are  closely  copied  from  the 
Raphaelesque  designs  originally  made  for  the  Blinding  of 
Elymas  in  the  Acts  of  the  Apostles  set  in  the  Vatican.  Both 
the  figures  and  their  settings  are  reproduced,  with  only 


slight  variations,  such  as  the  shell  instead  of  a  garland  over 
the  head  of  Justice. 

RELATED  TAPESTRIES 

The  version  in  Barcelona60  is  cut  down  at  the  right,  so 
that  Mercury's  right  hand,  most  of  the  temple,  and  two 
men  looking  up  are  missing.  Since  the  version  in  Rome61  is 
slightly  enlarged  at  the  top,  the  distant  building  at  the  left 
is  one  story  taller,  and  the  head  of  the  departing  Mercury 
does  not  touch  the  upper  border.  All  the  surfaces  are  plain, 
there  is  much  less  ornamentation  on  buildings  and  cos- 
tumes, and  most  of  the  trees  and  other  vegetation  of  the 
background  have  disappeared.  The  flight  of  steps  behind 
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Mercury's  head  is  omitted  and  the  building  beside  it  is  in  a 
different  position.  All  four  borders  have  massed  flowers, 
leaves,  and  fruit. 

The  Cardinal  Virtues  are  also  found  on  the  Sacrifice  of 
Lystra  in  the  Acts  of  the  Apostles  set  in  the  Vatican  (orig- 
inally intended  for  the  Blinding  of  Elymas).62  Both  they 
and  the  figures  of  the  lower  border  are  found  on  the  Blind- 
ing of  Elymas  in  the  Acts  sets  in  Madrid  and  Mantua;63  on 
Moses  Praising  God  in  the  the  Vienna  Moses  set  (with  five 
figures  only  in  the  lower  border);64  on  Adam  Naming  the 
Animals  in  the  Munich  Adam  and  Eve  set  (with  six  figures 
only  in  the  lower  border,  the  farthest  left  omitted).65  The 
figures  in  the  lower  border  are  also  found  on  the  upper 
border  of  the  Games  at  Capua  from  the  Hannibal  set  in 
Florence;  though  there  are  seven  figures,  the  woman  with 
the  mirror  has  been  omitted  and  the  woman  with  the 
switch  of  twigs  appears  twice.  Five  of  the  lower  border 
figures  are  found  on  the  upper  border  of  Hannibal's 
March  through  Etruria  in  the  Munich  Hannibal  set;  the 
women  with  an  eagle  and  with  a  mirror  have  been  omit- 
ted. Four  of  them  appear  in  the  upper  border  of  a  tapestry 
sold  at  Sotheby  Parke  Bernet,  New  York,  November  n, 
1972  (no.  243,  illus.),  and  two,  Magnanimity  and  Hope, 
are  seen  in  the  horizontal  borders  of  Artemisia  Greeting 
Xerxes  in  Kronborg  Castle,  Denmark;  the  bird  on  Hope's 
anchor  here  has  two  heads.66  Four  are  in  the  borders  of 
an  Alexander  set  in  the  Kunsthistorisches  Museum,  Vi- 
enna,67 and  the  similar  borders  of  a  Garden  Scene  in  the 
Fine  Arts  Museums  of  San  Francisco.68 
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11  Grotesques  with  Minerva 


Flemish  (Brussels) ;  perhaps  designed  in  the  workshop  of  Perino 

del  Vaga,  and  woven  about  1550. 
Wool  and  silk. 

12  ft.  6  in.  x  13  ft.  3  in.  (3.81  m  x  4.04  m). 
17—19  warps  per  inch,  7—8  per  centimeter. 
Bequest  of  Annie  C.  Kane,  1926  (26.260.59). 


DESCRIPTION 

Minerva,  in  a  pale  yellow  dress  and  red  sandals,  stands 
in  the  lower  center,  wearing  a  blue  pseudo-classical  hel- 
met with  a  pale  blue  plume.  She  holds  a  gray  spear  with  a 
blue  point  and  supports  a  red  shield  with  a  yellow  strap 
around  her  upper  arm.  A  small  winged  head  is  seen  on  her 
breast  and  there  is  another  on  the  lower  part  of  a  gray 
banner  above.  The  banner  has  a  central  roundel  contain- 
ing, inside  a  red  and  yellow  frame,  a  standing  woman  in 
red  and  yellow  against  a  background  of  blue  and  yellow 
drapery.  She  has  a  yellow  rod  in  her  right  hand  and  ex- 
tends her  arms  over  two  kneeling  figures,  one,  in  blue, 
holding  an  open  book,  the  other,  in  red,  with  a  small 
yellow  vase.  The  banner  has  on  both  sides  a  face  with  a 
yellow  and  red  headdress  and  is  surmounted  by  a  red  and 
gray  horizontal  bar;  above  this  is  a  female  figure  in  red  and 
yellow,  with  outstretched  arms.  Below  her,  on  either  side, 
are  nude  boys  with  red,  blue,  yellow,  and  gray  wings  and 
swirls  of  gray  drapery;  on  the  left,  one  extends  a  yellow 
slab  carved  with  a  man's  mask  to  a  butting  yellow-gray 
ewe,  on  the  right,  the  other  feeds  yellow  leaves  to  a  yellow- 
gray  she-goat.  On  either  side  of  the  central  motifs  are 
columns  or  candelabra  of  grotesques.  Below  the  ewe  and 
the  goat  are  female  heads  draped  in  red  and  yellow,  yellow 
tassels,  pairs  of  gray  sea  horses  with  red  tails  and  a  yellow 
scallop  shell  between  them,  yellow  and  gray  sphinges  in 
profile  with  red,  blue,  yellow,  and  gray  wings,  and  parts  of 
two  yellow-gray  classical  ships,  with  boars'  heads  at  the 
prows,  slanting  sails,  and  reliefs  of  mermen  on  the  sides. 
The  elements  that  link  the  motifs  of  the  candelabra  are 
red,  blue,  yellow,  and  gray.  Flanking  these  mirror-image 
candelabra  are  two  identical  ones,  with  winged  female 
busts  at  the  top,  large  yellow  lyre  shapes  with  winged, 
half-length,  armless  women  at  each  side,  blank,  pale  green 
panels,  and  butterfly- winged  women  in  yellow  robes  with 


blue  fishtails  holding  the  horns  of  a  male  head;  the  ones  on 
the  outside  also  grasp  long  blue  and  yellow  draperies. 
There  is  a  large  pointed  heart-shaped  form  at  the  bottom 
of  each  candelabrum,  with  yellow  olive  branches  rising 
from  it  and  a  head  in  the  center.  Minerva  stands  on  a  low 
gray  and  yellow  stone  base,  with  a  blank  pale  green  panel, 
edged  with  dark  blue  and  red,  in  the  center;  it  is  flanked  by 
horned  satyr  masks,  outlined  in  red,  yellow  ewers,  one 
with  a  torch,  olive  branches  with  red  berries,  and  gray 
altars.  In  the  corners,  on  pale  gray -pink  grounds,  are  four 
heads  of  puffing  boys  (Winds),  with  brown  or  orange  hair, 
rising  from  pale  blue  clouds.  The  ground  is  dark  blue. 

There  is  a  narrow  blue  inner  border;  the  ground  of  the 
main  border  is  yellow-gray.  In  the  corners  are  inserted 
coats  of  arms  of  the  Doria  family  of  Genoa  (Per  fess  gold 
and  silver,  over  all  an  eagle  sable,  crowned  of  the  first), 
shown  as  a  red-brown  eagle  with  a  yellow  crown  on  a 
gray,  brown,  and  yellow  ground.  There  are  crossed  yellow 
and  blue  batons  behind  the  shield,  which  is  encircled  with 
yellow  scrolls  and  surrounded  by  a  red  ground.  In  the 
center  of  each  border  is  a  blank  red  panel,  framed  in  gray. 
Two  flattened  gray  scallop  shells  on  dark  brown  grounds 
flank  each  shield  and  panel.  The  upper  border  includes 
two  pairs  of  figures  with  red,  blue,  yellow,  and  gray  wings, 
rising  from  acanthus  leaves  in  the  same  colors  and  holding 
draped  masks,  with  fruit-filled  blue  and  yellow  vases 
above  them.  There  are  draperies  in  the  same  colors  on 
either  side.  The  ornamentation  of  the  lower  border  is  a 
mirror  image  on  both  sides  of  the  central  panel,  each  side 
having  two  pairs  of  nude  boys  with  red,  blue,  yellow,  and 
gray  wings,  holding  swags  of  leaves  and  fruit  in  the  same 
colors.  Above  the  swags  are  a  brown  lion-mask  and  two 
draped  female  masks. 

The  side  borders  have  each  a  column  of  grotesques, 
with  two  small  birds  perched  on  blue  and  yellow  leaves  at 
the  top,  a  small  red  or  yellow  panel  with  an  ox  skull,  a  blue 
vase  with  a  mask  above  it,  flanked  by  two  armless  half- 
figures  with  blue  animal  legs,  a  bull  with  blue  and  yellow 
wings  and  blue  legs  and  horns,  seen  head-on,  a  nude  half- 
figure  holding  up  a  blue  tray,  two  red,  blue,  and  gray 
dolphin  heads,  and  an  armless  half-figure  with  blue  and 
yellow  wings.  The  guards  are  blue. 

The  areas  of  solid  color  are  almost  entirely  confined  to 
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the  backgrounds:  the  blue  of  the  main  section;  the  pink 
inside  the  lyre-shaped  forms  and  at  the  corners;  the  red  of 
the  two  border  panels  and  behind  the  mask  held  by  the 
two  women  with  butterfly  wings;  the  yellow-gray  behind 
the  yellow-framed  oval  above  Minerva,  the  oblong  with 
the  satryr  masks,  and  the  main  border  panels;  and  the  pale 
green  panels  below  the  lyre-shaped  forms  and  under 
Minerva.  The  flesh  tones  are  a  uniform  gray.  Most  of  the 
color  is  indicated  by  outlines  and  slight  shading  on  this 
gray  ground;  instances  are  the  red  part  of  the  dress  of  the 
figure  in  the  center  at  the  top,  the  red  tails  of  the  sea  horses, 
and  the  blue  fishtails  of  the  women  with  butterfly  wings. 

CONDITION 

There  are  substantial  areas  of  repair  in  many  parts  of 
the  tapestry;  small  reweavings  are  especially  conspicuous 
in  the  blue  background.  All  four  coats  of  arms  are  re- 
placements, and  the  borders  were  not  woven  with  the 
central  field. 


SUBJECT 

One  of  the  other  two  known  tapestries  with  inserted 
arms  (fragments  of  one  now  only  extant)  of  the  set  showed 
a  figure  of  Neptune,  and  the  other  had  a  trophy  of  arms 
with  two  prisoners  that  is  believed  to  have  represented 
Mars.  Presumably  some  or  all  of  the  deities  that  appear  on 
sets  without  the  Doria  arms  may  have  been  included  in  the 
Doria  set;  they  are  Mercury,  Venus,  Hercules,  Ceres, 
Diana,  Pluto,  and  possibly  Bacchus.  Whether  the  series 
originally  included  all  the  important  Olympians  (Jupiter, 
Apollo,  Juno,  and  Vulcan  are  missing)  is  impossible  to 
determine;  the  deities  could  not  have  represented  the 
months  or  the  planets,  as  Hercules  is  not  a  tutelary  power 
for  a  month  or  a  planet. 

The  medallion  may  show  Minerva  as  the  patron  of 
learning  and  art,  but  the  figure  does  not  have  her  attri- 
butes, except  for  the  book  held  by  one  kneeling  girl.1  A 
medallion  on  the  Neptune  of  the  series  shows  Minerva  in 
her  helmet  giving  an  olive  branch  to  a  kneeling  girl. 

SOURCE  OF  THE  DESIGN 

The  relationship  of  the  series  to  the  Raphaelesque  bor- 
ders of  the  Acts  of  the  Apostles  tapestries  and  the  frescoes 


in  the  Vatican  Logge  has  been  established;  it  is  especially 
marked  in  the  two  candelabra  of  the  Hercules  in  Amster- 
dam.2 The  winged  bull  in  the  borders  of  most  of  the  tapes- 
tries of  the  series,  including  n,  is  also  seen  in  the  Logge. 
These  decorative  frescoes,  completed  in  15 19, 3  are 
thought  to  be  primarily  the  work  of  Giovanni  da  Udine, 
but  Perino  del  Vaga  took  part  in  them  and  in  other  gro- 
tesque paintings  in  Rome  in  the  1520s.  The  frequently 
made  attribution  of  the  designs  for  the  series  to  Perino  or 
his  workshop  is  thus  possible.4  It  has,  however,  been 
questioned  on  the  grounds  that  the  Mars  in  the  Palazzo 
Bianco,  Genoa,  does  not  have  the  elegance  and  refinement 
of  Perino's  work.5  Amico  Aspertini  has  also  been  sug- 
gested as  a  possible  designer  of  at  least  some  of  the  series 
on  stylistic  grounds,  primarily  the  stocky  figures  of  Hercu- 
les, Ceres,  and  Neptune,  as  well  as  on  the  existence  of  a 
drawing  for  an  antependium  with  grotesques  by  this 
artist.6  But  Minerva  has  the  elongation  of  Perino  del 
Vaga's  figures  and  can  be  compared  with  his  drawing  in 
the  Rijksmuseum  for  the  same  goddess  in  the  decoration 
of  the  Sala  dei  Pontefici  in  the  Vatican  (fig.  1 1).7 

The  general  composition  of  the  series,  especially  the 
central  figures  of  gods,  is  related  to  the  grotesques  woven 
by  Pieter  van  Aelst  for  Leo  X  about  1520  from  designs  by 
Giovanni  da  Udine  or  another  artist  of  the  Raphael  work- 
shop. These  tapestries  are  known  only  from  later  copies.8 

MANUFACTURE  AND  DATE 

A  Brussels  origin  for  the  series  is  established  by  the  city 
mark  on  the  Mars  in  Genoa,  which  also  has  the  maker's 
mark  of  Joost  van  Herzeele.9  The  date  of  manufacture  of 
1 1  is  probably  in  the  mid-sixteenth  century. 

RELATED  TAPESTRIES 

The  Neptune  of  the  set  with  the  Doria  arms  was  in  the 
Emile  Gavet  sale,  Galerie  Georges  Petit,  Paris,  May  3 1— 
June  9,  1897  (no.  782,  illus.);  it  was  described  as  having 
the  Brussels  mark  and  an  unidentified  weaver's  mark.10 
Only  fragments  survive,  in  the  Cooper-Hewitt  Museum, 
New  York  (acc.  no.  1926.22.424—429);  these  include  the 
Doria  arms,  which  are  insertions  of  a  later  date,  but  not 
the  city  and  maker's  marks.  Mars  was  formerly  in  the 
collection  of  Mrs.  John  Innes  Kane,  New  York,  but  was 
destroyed  in  a  fire.11 
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Another  example  of  Minerva  with  similar  grotesques, 
but  without  the  Doria  arms,  is  in  the  Museum  fur  Kunst 
und  Gewerbe,  Hamburg;12  the  upper  corners  have  blank 
shields  and  the  lower  border  is  missing.  The  ewe  and  the 
goat  have  changed  sides  and  there  are  other  minor  differ- 
ences. Another  was  sold  at  Sotheby's,  London,  October 
16, 1959  (no.  82),  and  June  23, 1961  (no.  67,  illus.).  The 
design  has  been  made  narrower  by  the  omission  of  the  two 
inner  candelabra,  those  with  the  ewe  and  the  goat  at  the 
top  and  the  ship's  prow  at  the  bottom.  In  1969  this  tapes- 
try was  owned  by  the  Galleria  Sangiorgi,  Rome. 

Tapestries  from  sets  of  the  same  series,  but  without  the 


fig.  11.  Study  for  decoration  of  the  Sala  dei  Pontefici,  Vatican,  by 
Perino  del  Vaga.  Drawing.  Rijksmuseum,  Amsterdam. 


Doria  arms,  are  Venus  formerly  in  the  Kunstgewerbe 
Museum,  Berlin;13  Hercules  in  the  Rijksmuseum,  Amster- 
dam;14 Ceres  in  the  Victoria  and  Albert  Museum,  Lon- 
don;15 Diana  in  the  National  Museum,  Stockholm;16 
Pluto  in  the  John  Mikaeloff  collection,  Lyon;17  Mercury 
in  the  J.  S.  Sargent  sale,  Christie's,  London,  July  28, 1925 
(no.  163);  Neptune  sold  at  Sotheby's,  October  16,  1959 
(no.  82),  June  23,  1961  (no.  66,  illus.),  and  July  1,  1966 
(no.  10,  illus.),  owned  in  1967  by  Antonacci-Efrati, 
Rome;  Mars  in  the  Palazzo  Bianco,  Genoa;18  and  possibly 
Bacchus  (fragments  formerly  owned  by  French  8c  Co., 
New  York).19 

A  very  similar  figure  of  Minerva  is  seen  in  the  center  of 
the  Triumph  of  Minerva  in  the  set  of  the  Triumphs  of  the 
Gods  in  the  Mobilier  National,  Paris.  This  set  was  woven 
for  Pope  Gregory  XIII  in  1 570— 75  by  Frans  Geubels.  The 
design  is  attributed  to  a  Raphael  follower,  such  as  Giulio 
Romano,  Giovanni  da  Udine,  or  Perino  del  Vaga.20 

HISTORY 

In  a  French  collection  in  18 73. 21 

Stanford  White  collection,  New  York,  probably  about  1900. 22 
Obtained  from  Stanford  White  by  Mrs.  John  Innes  Kane  before 
1906. 23 

Bequeathed  to  the  MMA  by  Mrs.  Annie  C.  Kane,  1926. 


PUBLICATIONS 

V Art  pour  Tons  12  (1873)  p.  1297.  Engraving  after  a  drawing 
by  Ch.  Durand.  Described  as  sixteenth-century,  designed  by 
an  Italian,  and  woven  by  Flemings. 

Saxe,  Eleanor  B.  "A  Tapestry  in  the  Kane  Bequest."  MMA 
Bulletin  22  (1927)  pp.  72—74,  illus.  Described  as  Brussels, 
sixteenth-century,  from  the  Gavet  collection  (an  error),  prob- 
ably made  for  Andrea  Doria,  after  a  cartoon  by  a  Flemish 
artist  based  on  an  Italian  design,  possibly  by  Perino  del  Vaga. 
A  Mars  formerly  in  the  Kane  collection,  but  destroyed  by  fire, 
is  described  from  a  photograph  of  a  watercolor  (no  longer 
available);  naval  scenes  are  mentioned,  and  profile  and  full- 
face  heads  are  said  to  represent  Andrea  Doria.  Candelabra  in 
Berlin  Venus  and  London  Ceres  described  as  taken  from  the 
borders  of  the  Raphael  Acts  of  the  Apostles. 

Moller,  Liselotte.  "Grotteskenteppich  'Minerva.' "  Stiftung  zur 
Forderung  der  Hamburgischen  Kunstsammlungen,  Erwer- 
bungen  i960  (1961)  pp.  34,  35.  Mentioned. 

Erkelens,  A.  M.  Louise  E.  "Rafaeleske  grotesken  op  enige 
Brusselse  wandtepijtseries."  Bulletin  van  het  Rijksmuseum 
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io  (1962)  pp.  115—38,  fig.  14.  Dated  1530—40.  All  sets  and 
individual  pieces  identified  and  relationship  to  other  gro- 
tesque tapestries  clarified.  The  figure  of  Minerva  is  related  to 
a  drawing  by  Perino  del  Vaga  in  the  Uffizi  and  the  medallion 
above  to  a  drawing  in  Zurich,  but  Amico  Aspertini  is  sug- 
gested as  the  designer  of  at  least  some  of  the  series,  including 
Hercules. 

Oberhuber,  Konrad.  "Observations  on  Perino  del  Vaga  as  a 
Draughtsman."  Master  Drawings  4  [1966)  pp.  172,  179.  n. 
23.  Doria  tapestries  mentioned;  attribution  to  Amico  Asper- 
tini said  to  be  quite  unlikely. 

Duverger,  E.  "Tapijtwerk  uit  het  atelier  van  Frans  Geubels." 
L'Age  d'Or  de  la  tapisserie  flamande,  Colloque  international, 
23—25  mai  196 1.  Koninklijke  Vlaamse  Academie  voor 
Wetenschappen,  Letteren  en  Schone  Kunsten  van  Belgie, 
Brussels,  1969,  p.  189.  Mentioned  as  probably  from  the 
manufactory  of  Frans  Geubels. 

Armani,  Elena  Parma.  "II  palazzo  del  principe  Andrea  Doria  a 
Fassolo  in  Genova."  L'Arte  10  (1970)  pp.  33—38,  n.  73. 
Tapestry  set  with  Doria  arms  mentioned. 

Standen,  Edith  A.  "Some  Sixteenth-Century  Flemish  Tapestries 
Related  to  Raphael's  Workshop."  MMA  Journal  4  (1971)  p. 
121,  n.  27.  Mentioned.  Attribution  to  Perino  del  Vaga  said  to 
remain  more  convincing  than  that  to  Amico  Aspertini. 

Blake,  Channing.  "Stanford  White's  New  York  City  Interiors." 
Antiques  102  (1972)  pp.  1061, 1067,  fig.  13.  Stair  hall,  White 
house  ("probably  started  in  the  late  1890s"),  partly  visible  on 
wall. 

Standen,  Edith  A.  "Some  Sixteeteenth-Century  Grotesque  Tap- 
estries." Bulletin  des  Musees  Royaux  d'Art  et  d'Histoire,  6th 
ser.,  45  (1973)  p.  230.  Attributions  of  design  and  relationship 
to  other  grotesque  tapestries  discussed. 

Wingfield  Digby,  George.  Victoria  and  Albert  Museum,  The 
Tapestry  Collection:  Medieval  and  Renaissance.  London, 
1980,  p.  51,  no.  45  (Ceres).  Mentioned  as  only  known  sur- 
vivor (with  possible  Neptune  in  the  Gavet  sale)  of  set  of  four 
made  for  the  Doria  Palazzo  Bianco  in  Genoa. 

Boccardo,  Piero.  "Pietro  Buonaccorsi  detto  Perin  del  Vaga."  In 
Raffaello  e  la  cultura  raffaelesca  in  Liguria.  Exh.  cat.,  Gal- 
leria  Nazionale  di  Palazzo  Spinola,  Genoa,  1983,  p.  74,  fig. 
133.  Said  to  have  almost  certainly  been  made  for  Admiral 
Andrea  Doria's  palace  at  Fassolo,  1530—40,  and  probably 
designed  by  Perino  del  Vaga. 


NOTES 

1.  Guy  de  Tervarent,  Attributs  etsymboles  dans  V art  profane,  1450- 
1600  (Geneva,  1958-59)  vol.  2,  s.v.  "Livre." 

2.  Erkelens,  "Rafaeleske  grotesken,"  p.  121,  figs.  7,  8, 9. 

3.  Adolf  Rosenberg,  Raffael  (Stuttgart,  1908)  p.  247. 

4.  Saxe,  "A  Tapestry,"  p.  74. 

5.  Piero  Torriti,  "Dipinti  inediti  o  poco  conosciuti  di  Perino  del  Vaga 
a  Genova,"  Studies  in  the  History  of  Art  Dedicated  to  William  E. 
Suida  on  his  Eightieth  Birthday  (London,  1959)  p.  204  n.  (m). 

6.  Erkelens,  "Rafaeleske  grotesken,"  pp.  133, 134,  fig.  18.  The  fringe 
indicated  on  the  antependium  suggests  that  it  is  an  embroidery 
rather  than  a  tapestry. 

7.  Ultimately  derived  from  a  figure  in  Room  26  of  the  Golden  House 
of  Nero  (Hermann  Egger,  Codex  Escurialensis,  ein  Skizzenbuch 
aus  der  Werkstatt  Domenico  Ghirlandaios  [Vienna,  1905—06]  vol. 
1,  p.  142;  vol.  2,  illus.,  fol.  58  of  sketchbook);  Bernice  Davidson, 
"Early  Drawings  by  Perino  del  Vaga,"  Master  Drawings  1,  no.  3 
(1963)  p.  10,  pi.  4b.  Though  Giovanni  da  Udine  received  the  com- 
mission to  decorate  the  Sala  dei  Pontefici,  Perino  del  Vaga  did  most 
of  the  work. 

8.  Erkelens,  "Rafaeleske  grotesken,"  p.  121. 

9.  Erkelens,  "Rafaeleske  grotesken,"  fig.  5;  Boccardo,  "Pietro  Buo- 
naccorsi," p.  74. 

10.  Erkelens,  "Rafaeleske  grotesken,"  figs.  2,  3. 

11.  V Art  pour  Tous  16  (1877)  p.  1667  [1627]  engraving  after  a  draw- 
ing by  Charles  Durand,  reproduced  in  Boccardo,  "Pietro  Buonac- 
corsi," fig.  72. 

12.  Moller,  "Grotteskenteppich,"  pp.  33-35,  illus. 

13.  Hermann  Schmitz,  Bildteppiche  (Berlin,  1919)  fig.  156. 

14.  Erkelens,  "Rafaeleske  grotesken,"  fig.  1. 

15.  Wingfield  Digby,  Victoria  and  Albert  Museum,  no.  45,  pi.  65. 

16.  Kontakt  med  Nationalmuseum  (Stockholm,  1961)  pp.  8-10,  illus. 

17.  Gobel,  Wandteppiche  II,  vol.  2,  pi.  367,  called  Florentine,  about 
1550;  Les  Fastes  de  la  tapisserie,  exh.  cat.,  Musee  Jacquemart- 
Andre  (Paris,  1984)  no.  17  (called  Saturn);  previously  sold  at 
Parke-Bernet,  New  York,  May  11-14,  I94I?  no-  793>  illus.,  and 
May  22, 1979,  no.  465,  illus. 

18.  Erkelens,  "Rafaeleske  grotesken,"  fig.  4. 

19.  Erkelens,  "Rafaeleske  grotesken,"  p.  136,  n.  3X. 

20.  Germain  Viatte,  Le  XVIe  Steele  europeen:  Tapisseries,  exh.  cat., 
Mobilier  National  (Paris,  1965)  no.  29,  illus. 

21.  LArtpour  Tous  12  (1873)  p.  1297. 

22.  Blake,  "Stanford  White's  New  York  City  Interiors,"  pp.  1061, 
1067,  fig.  13  (shown  hanging  on  stairs). 

23.  Information  obtained  from  a  letter  from  Lawrence  Grant  White  to 
Eleanor  B.  Saxe,  dated  March  26,  1927.  Stanford  White  died  in 
1906. 
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12  Grotesques  on  a  red  ground 


Two  panels  from  a  set  of  bed  hangings 

Flemish  (Brussels);  probably  designed  and  woven  about 
1550-60. 

Silk,  wool,  and  silver  and  silver-gilt  thread 
12a  5  ft.  5V2  in.  x  6  ft.  n3/4  in.  (1.66  m  x  2.13  m); 
12b  5  ft.  5V2  in.  x  6  ft.  8  in.  (1.66  m  x  2.03  m). 
20-22  warps  per  inch,  8-9  per  centimeter. 
Gift  of  George  Blumenthal,  1941  (41.100.384  [12a]; 
41.100.385  [12b]). 


DESCRIPTION 

Both  pieces  have  a  crimson  silk  ground,  with  an  elabo- 
rate symmetrical  grill  in  metal  thread,  orange-red,  blue- 
green,  and  pink,  simulating  a  three-dimensional  framework 
across  the  entire  surface.  The  backgrounds  of  the  central 
areas  are  dull  pale  yellow  and  pale  blue.  Each  interstice  of 
the  grill  is  filled  with  a  seated  couple,  or  animals,  birds, 
flowers,  leaves,  fruit,  candles,  musical  instruments,  and 
ribbons,  in  shades  of  red,  blue,  pink,  brown,  gray,  green, 
and  dull  pale  yellow  with  metal  thread. 

The  borders  have  pale  and  dark  blue  grounds,  with  gray 
swans  in  the  upper  corners  and  orange-red  vases  in  the 
lower.  The  vertical  borders  have  candelabra  in  red,  cream, 
and  metal  thread,  and  motifs  including  trophies  of  arms, 
winged  masks,  vases,  canopies,  ox  skulls,  and  other  ob- 
jects. The  horizontal  borders  have  a  scrolling  pattern  in 
red,  cream,  and  metal  thread,  with  a  face  not  in  the  exact 
center.  The  yellow  and  orange  guards  are  not  original. 

Both  silver  and  silver-gilt  threads  are  used  lavishly 
throughout.  The  tapestries  are  mostly  silk,  with  wool  used 
primarily  for  flesh  areas  and  animal  bodies. 

CONDITION 

The  metal  thread  is  tarnished  and  the  background  is 
worn  in  places,  leaving  the  warps  exposed;  there  are  small 
areas  of  repair. 

SOURCE  OF  THE  DESIGNS 

Though  the  general  scheme  and  most  of  the  motifs  are 
standard  in  Flemish  grotesque  prints,  the  tapestries  are 


closest  to  the  works  attributed  to  Cornelis  Floris  (15 14— 
1 575)5  especially  the  Fantastic  Chariots,  published  by 
Hieronymus  Cock  in  1552.  Characteristics  of  these  prints 
that  are  said  to  be  typical  of  Floris  are  also  found  in  the 
tapestries,  such  as  the  small  holes  in  the  narrow  simulated 
metal  strips,  the  strings  with  the  dangling  clusters  of  fruit 
and  leaves,  sometimes  held  by  birds  and  running  continu- 
ously across  the  tapestry,  and  the  bars  of  the  framework 
cut  in  half  at  the  outer  borders  of  the  design.1  The  goat 
with  a  ring  of  strapwork  around  him  is  like  one  pulling  a 
car  in  a  Fantastic  Chariot  print  (fig.  12).  But  the  flowers, 
leaves,  and  fruit  are  much  more  lush  on  the  tapestries  than 
in  contemporary  grotesque  prints. 

MANUFACTURE  AND  DATE 

The  fine  workmanship  is  characteristic  of  Brussels  but 
no  evidence  is  available  to  indicate  a  weaver.  The  date  is 
probably  soon  after  the  publication  of  Floris's  Fantastic 
Chariots  in  1552. 

RELATED  TAPESTRIES 

Four  small  triangular  pieces  of  tapestry  in  the  Musee 
des  Arts  Decoratifs,  Paris,  have  similar  grotesques  on  a  red 
ground  and  borders  close  to  the  horizontals  on  the  Met- 
ropolitan Museum  tapestries.  They  were  certainly  once 
joined  to  form  the  ceiling  of  a  bed.2  The  bases  of  the 
triangles  are  175  centimeters  long,  shorter  than  the  widths 
of  1 2a  and  b,  so  it  is  not  possible  to  say  how  the  latter  were 
joined  to  them,  if  they  were. 

Almost  exact  replicas  of  1 2a  and  b  are  in  the  Spanish 
National  Collection;  the  only  marked  difference  is  that  all 
the  figures  are  nude  and  that  there  are  elaborate  horizontal 
borders  only.  They  are  part  of  a  set  of  bed  hangings,  which 
also  includes  a  ceiling  made  up  of  four  triangles  and  a  back 
cloth.  The  quality  is  extremely  fine,  with  gold  and  silver 
thread,  but  without  marks.3 

Among  other  sets  of  grotesque  tapestries,  the  most 
closely  related  is  that  known  as  the  Monkeys  in  the  Span- 
ish National  Collection.  The  ten  pieces  of  this  set  are  signed 
S.B.  (SegerBombeck).4 
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fig.  12.  Fantastic  Chariot,  attributed  to  Cornelis  Floris.  Engraving, 
published  by  Hieronymus  Cock.  MMA,  The  Elisha  Whit- 
telsey  Collection,  The  Elisha  Whittelsey  Fund,  1949 
(49.95-373). 


HISTORY 

Perhaps  made  for  Philip  II  of  Spain. 

Said  to  have  been  owned  by  Frederic  Spitzer,  Paris,  but  not 
included  in  the  catalogue  La  Collection  Spitzer  (Paris, 
1890—92). 

Baron  Nathaniel  de  Rothschild  collection,  Paris,  before  1876. 

James  A.  Garland  collection,  New  York.  Sold,  American  Art 
Galleries,  New  York,  March  20,  1909,  nos.  132,  133,  both 
illus.  Called  Italian  and  said  to  have  been  made  for  the  bed  of 
Margaret  of  Parma.5  Bought  by  Seligman  &  Co. 

George  and  Florence  Blumenthal  collection,  New  York,  before 
1912. 

Given  to  the  MMA  by  George  Blumenthal,  1941. 
EXHIBITIONS 

Paris,  Union  Centrale  des  Beaux-Arts  appliques  a  lTndustrie, 

5th  exhibition,  1876.  Histoire  de  la  tapisserie  de  Louis  XIV a 

nos  jours.  Not  included  in  the  catalogue. 
New  York,  MMA,  1943.  Masterpieces  in  the  Collection  of 

George  Blumenthal,  a  Special  Exhibition.  Not  included  in 

the  catalogue. 

Hartford,  Wadsworth  Atheneum,  and  Baltimore  Museum  of 
Art,  1951—52.  2000  Years  of  Tapestry  Weaving^  cat.  no.  91 
[12b].  Said  to  have  been  designed  by  Cornelis  II  Floris,  after 
an  Italian  cartoon  in  the  style  of  Giulio  Romano. 


PUBLICATIONS 

Darcel,  Alfred.  "Union  Centrale  des  Beaux-Arts  appliques  a 
lTndustrie:  Exposition  de  l'histoire  de  la  tapisserie  (suite  et 
fin)."  Gazette  des  Beaux- Arts,  2nd  ser.,  14  (1876)  pp.  418, 
419  illus.  (12b,  reversed  engraving).  Owned  by  the  baron  de 
Rothschild.  Said  to  be  in  the  style  of  Frans  Floris,  Mathias 
Zundt,  and  Benedictus  Battini. 

De  Champeaux,  Alfred.  Les  Arts  du  tissu.  Paris,  n.d.,  pi.  71 
( 1 2b,  reversed  engraving) .  Owned  by  the  baron  de  Rothschild. 

Miintz,  Eugene.  La  Tapisserie.  6th  ed.  Paris,  [after  1890],  p. 
222,  illus.  (12b,  reversed  engraving);  p.  246  (12a,  engraving 
of  lower  central  motif,  reversed).  Owned  by  the  baron  de 
Rothschild. 

Hunter,  George  Leland.  Tapestries,  Their  Origin,  History  and 
Renaissance,  New  York,  19 12,  p.  406.  Mentioned  as  lent  to 
the  Metropolitan  Museum  by  George  Blumenthal. 

Hunter,  George  Leland.  "Tapestries  at  the  Metropolitan  Mu- 
seum." International  Studio  45  (February  1912)  p.  87.  Men- 
tioned as  lent  by  Mr.  Blumenthal,  attributed  to  Italian  looms. 

Rubinstein-Bloch,  Stella.  Catalogue  of  the  Collection  of  George 
and  Florence  Blumenthal,  New-York.  Vol.  4,  Tapestries  and 
Furniture.  Paris,  1927,  pi.  xv,  illus.  [12b].  Called  Brussels, 
mid-sixteenth  century.  Said  to  be  in  the  style  of  Giulio 
Romano  and  attributed  to  him  or  Cornelis  Floris. 

Phillips,  John  Goldsmith.  "The  Museum's  Collection  of  Re- 
naissance Tapestries."  MMA  Bulletin,  n.s.  6  (1947—48)  p. 
1 26.  Said  to  be  in  the  style  of  Cornelis  II  Floris  and,  according 
to  tradition,  made  for  the  bed  of  Margaret  of  Parma. 

Standen,  Edith  A.  "Some  Sixteenth-Century  Flemish  Tapestries 
Related  to  Raphael's  Workshop."  MMA  Journal  4  (1971)  p. 
121,  n.  27.  Mentioned. 
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Junquera  de  Vega,  Paulina.  "Les  series  de  tapisseries  de  'Gro- 
tesques' et  THistoire  de  Noe'  de  la  Couronne  d'Espagne." 
Bulletin  des  Musees  Royaux  d'Art  et  d'Histoire,  6  th  ser.,  45 
(I973)  PP-  I57n-  21  (suggested  as  possibly  from  the  second 
tapestry  bed  listed  in  Philip  IPs  inventory),  162  n.  23.  De- 
scribed as  replicas  of  the  Spanish  bed  hangings,  in  the 
Rothschild,  Garland,  and  Blumenthal  collections. 

Standen,  Edith  A.  "Some  Sixteenth-Century  Grotesque  Tapes- 
tries." Bulletin  des  Musees  Royaux  d'Art  et  d'Histoire,  6th 
sen,  45  (1973)  pp.  234-37,  pis.  3, 4.  Relationship  to  Floris's 
Fantastic  Chariots,  Spanish  bed  hangings  and  tapestries  at 
Wawel  Castle,  Cracow,  discussed;  dated  1545-60. 


12a  Panel 

DESCRIPTION 

A  small  arbor  in  the  center  is  flanked  by  two  female 
herms  with  large  blue  and  silver  vases  on  their  heads;  their 
raised  arms  hold  loops  of  pale  blue  and  silver  strings.  On 
either  side,  the  curves  of  the  metallike  framework  form 
seats  for  a  bearded  man  in  blue  and  silver  classical  armor 
on  the  left,  and  a  young  woman,  also  in  blue  and  silver,  on 
the  right.  Except  for  their  heads  and  costumes,  they  are 


mirror  images  of  each  other.  He  holds  a  bulrush  in  his 
raised  left  hand,  she  a  flowering  branch  in  her  right;  in  the 
other  hand,  each  has  a  loop  of  the  blue  and  silver  string 
that  crosses  the  lower  part  of  the  tapestry.  Other  loops  of 
the  string  are  held  by  a  pale  brown  and  silver  sheep  rearing 
on  the  left,  which  has  a  ring  of  the  metal  framework 
around  its  body,  and  by  a  pale  brown  goat  on  the  right, 
similarly  posed.  A  vase  of  fruit,  flowers,  and  leaves,  in 
dark  and  light  blue,  red,  pale  yellow,  and  pink,  is  in  the 
center  of  the  tapestry;  below  it  is  the  upper  part  of  a  nude 
boy,  leaning  on  the  framework,  which,  on  either  side  of 
him,  includes  a  lion-mask. 

CONDITION 

The  goat  is  largely  repaired.  Spots  of  bare  warps  are 
visible  on  the  background. 

RELATED  TAPESTRIES 

The  man  and  the  woman  in  the  Spanish  replica  are 
completely  nude  and  the  two  herms  are  bare  breasted. 
There  are  slight  variations  in  the  central  container  of  fruit. 
In  the  wide  upper  and  lower  borders  are  nude  children  and 
bands  with  Latin  inscriptions.6 


12b  Panel 

DESCRIPTION 

An  arbor  in  the  upper  center  is  covered  with  a  grape- 
vine. Below  it  is  a  curved,  looped  container  formed  by  the 
metal  framework,  filled  with  pink  carnations,  blue  leaves, 
and  red,  green,  and  blue  fruit.  On  either  side,  seated  in  the 
curves  of  the  framework,  are  a  young  woman  in  pink, 
yellow,  red,  and  silver  on  the  left  and  a  bearded  man  in 
a  crimson  and  gold  robe  and  yellow  leg  coverings  on  the 
right.  Except  for  their  heads  and  costumes,  they  are  mirror 
images  of  each  other.  Below  the  figures  are  a  blue  and 
silver  basin  of  water  on  each  side,  each  with  two  birds,  the 
inner  one  drinking,  the  outer  holding  a  loop  of  string.  The 


bird  furthest  to  the  left  is  a  green  parrot.  The  spaces  to  left 
and  right  of  the  central  motif  have  each  a  vase  of  flowers  at 
the  top,  pairs  of  fantastic  birds  (one  a  blue  and  green 
peacock  with  orange-red  wings),  a  flying  bird,  and  at  the 
base,  an  animal  putting  its  head  through  an  opening  in  the 
metal  framework;  the  one  on  the  left  is  a  gray  rabbit,  on 
the  right,  a  brown  catlike  creature,  probably  a  lynx.  There 
are  trophies  in  the  lower  corners;  that  on  the  left  is  of 
musical  instruments,  that  on  the  right,  of  arms. 

RELATED  TAPESTRY 

The  man  and  the  woman  in  the  Spanish  replica  are 
nude.  There  is  a  wide  upper  border  with  nude  children  and 
a  band  with  a  Latin  inscription.7 

NOTES 

1.  Sune  Scheie,  Cornelis  Bos:  A  Study  of  the  Origins  of  the  Nether- 
land  Grotesque  (Stockholm,  1965)  pp.  212-14,  nos.  256-59,  pi.- 
64.  These  characterictics  are  listed  as  the  basis  for  the  attribution  to 
Floris  instead  of  to  Bos,  to  whom  the  prints  have  also  been  given. 

2.  Two  were  exhibited  in  he  Triomphe  du  Manierisme  europeen, 
Rijksmuseum  (Amsterdam,  1955)  cat.  no.  276,  where  their  rela- 
tionship to  12  (described  as  in  the  Blumenthal  collection)  is  noted. 

3.  Junquera,  "Series  de  tapisseries,"  pp.  157—62,  figs.  10-13.  Willem 
de  Pannemaker  suggested  as  weaver,  about  1 5  50-60;  perhaps  sent 
from  Flanders  to  Spain  in  1566  for  the  bed  of  Philip  II,  in  whose 
inventory  after  death  two  beds  with  grotesque  tapestries  are  listed. 

4.  Junquera,  "Series  de  tapisseries,"  pp.  143—57,  figs.  4—9.  Mark  said 
to  be  that  of  Seger  Bombeck,  woven  after  his  return  to  Flanders, 
1560-63  (see  137). 

5.  Though  Margaret  of  Parma  is  recorded  as  purchasing  tapestries  in 
1563  (Leo  van  der  Essen,  Le$  Archives  Farnesiennes  de  Parma 
[Brussels,  191 3]  p.  38),  nothing  is  known  of  their  type.  Gobel, 
Wandteppiche  /,  vol.  1,  p.  522,  mentions  Margaret's  purchase  of 
an  Enghien  tapestry  from  the  Brussels  dealer  Nikolaus  Hellinck. 
Two  tapestries  with  her  arms  by  a  member  of  the  van  den  Hecke 
family,  dated  1559,  are  in  the  Quirinale  Palace,  Rome  (Elisabeth 
Dhanens,  "Twee  tapijtwerken  uit  het  bezit  van  Margareta  van 
Parma,"  Revue  Beige  d'Archeologie  et  d'Histoire  de  VArt  20 
[195 1]  pp.  223-36).  None  is  included  in  the  inventory  of  her  pos- 
sessions compiled  in  1586  after  her  death  (Charles  Piot,  "Inven- 
taire  des  joyaux  et  autres  objets  de  prix  trouves  dans  la  succession 
de  Marguerite  de  Parme,"  Bulletin,  Academie  Roy  ale  des  Sciences, 
des  Lettres  et  des  Beaux-Arts  de  Belgique,  Commission  Royale 
d'Histoire,  5th  ser.,  5  [1895]  PP-  32:8-56). 

6.  Junquera,  "Series  de  tapisseries,"  p.  161,  fig.  13.  The  sheep  and 
goat  are  described  as  symbols  of  Patience,  suitable  for  a  marriage 
bed. 

7.  Junquera,  "Series  de  tapisseries,"  p.  159,  fig.  11.  The  animals  are 
called  a  rabbit  and  a  lynx,  symbols  of  Fear  and  Astuteness. 
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13  Gluttony 


From  a  set  of  the  Seven  Deadly  Sins 

Flemish  (Brussels);  designed  by  Pieter  Coecke  van  Aelst 
(1502-15  50),  probably  about  1540,  and  probably  woven 
1560-75. 

Wool,  silk,  and  silver-gilt  thread. 

12  ft.  9  in.  x  22  ft.  3  in.  (3.89  mx  6.78  m). 

19-23  warps  per  inch,  8-10  per  centimeter. 

Gift  of  Mrs.  Frederic  R.  Coudert,  Jr.,  in  memory  of  Mr.  and 
Mrs.  Hugh  A.  Murray,  1957  (57.62). 


DESCRIPTION 

Each  tapestry  of  the  series  shows  a  cardinal  or  "deadly" 
sin,  personified  as  a  woman  with  wings  and  horns,  riding 
in  a  chariot  drawn  by  symbolic  beasts  away  from  hell  and 
the  Devil  on  the  left.  Victims  lie  under  the  chariot  wheels. 
Various  figures,  mounted  or  on  foot,  form  an  accompany- 
ing procession  led  by  a  rider  on  the  far  right,  who  carries  a 
banner  picturing  symbolic  animals.  There  are  wide  land- 
scape backgrounds  with  small  figures.  Flying  above  is  the 
Virtue  opposed  to  the  depicted  Sin,  surrounded  by  cherub 
heads  in  the  clouds. 

Gluttony  is  a  plump  young  woman  crowned  with  yel- 
low and  green  grape  leaves.  She  has  gray  horns,  red  and 
yellow  wings,  and  a  yellow-brown  robe  with  red  stripes; 
she  holds  pale  brown  sausages  in  one  hand  and  a  blue  jug 
with  a  long  spout  in  the  other.  She  sits  on  a  yellow-brown 
stool  with  animal  legs  and  rests  her  feet  on  the  top  of  the 
yellow-brown  chariot;  in  front  of  her  is  a  two-handled 
pale  blue  vase  with  a  cup  placed  on  it  as  a  lid.  The  front 
wheels  of  the  chariot  are  visible;  attached  to  it  are  a  yellow- 
gray  jug  with  two  sausages  strung  through  the  handle,  two 
wine  cups,  a  dead  gray  rabbit,  and  three  dead  birds  in 
gray,  brown,  and  blue.  One  of  them  has  pink  legs.  Along- 
side the  chariot  walks  a  young  man  in  a  red  hat,  a  blue, 
green,  and  yellow  jacket,  red  and  yellow  sleeves,  dull  red 
leggings,  and  brown  shoes,  holding  a  massive  blue  covered 
ewer  in  each  hand.  Behind  him  are  two  large  dogs,  one 
yellow-gray  with  a  decorated  pink  collar,  one  red-brown. 
On  the  other  side  of  the  dogs  is  a  woman  in  a  red  and 
yellow  hat  with  blue  spots  and  green  and  red  garments. 
She  bends  under  the  weight  of  a  blue  tray  on  which  are  one 
large  and  five  small  pale  brown  pies.  Beside  her,  a  bare- 


headed bearded  man  holds  a  huge  spit  with  both  hands,  a 
white  cloth  covering  his  right;  five  yellow-gray  and  pink 
animals  and  birds  ready  for  roasting  are  impaled  on  it.  He 
wears  a  pale  yellow  shirt  and  a  red  costume  and  has  a 
decorated  white  and  blue  napkin  over  his  shoulders.  His 
shoes  are  blue.  Behind  him  can  be  seen  the  head  of  a  girl 
holding  a  yellow-brown  basket  of  buns  on  her  shoulder. 
At  the  mouth  of  hell  is  a  running  youth  (Death),  wearing  a 
blue  cloak,  carrying  a  brown  stick  over  his  shoulder,  and 
blowing  a  pale  blue  horn. 

Gluttony's  chariot  is  drawn  by  three  harpies  (Aello, 
Ocypete,  and  Celeno),  who  have  elaborately  dressed  yel- 
low or  pale  brown  hair,  bare  blue  human  breasts,  blue  and 
pale  yellow  wings,  blue-feathered  bodies,  and  yellow-gray 
claws;  the  harnesses  that  attach  them  to  the  chariot  are 
red.  In  the  foreground  between  them  and  the  chariot  is  a 
pale  brown  horse,  its  rear  turned  to  the  spectator  and  its 
mouth  open.  An  elaborate  piece  of  red  and  yellow  harness 
passes  under  its  tail  and  over  its  chest.  On  the  horse,  riding 
sidesaddle  backwards,  sits  a  yellow-haired  woman  (Judith) 
in  a  yellow-gray  turban,  white  shirt,  red  and  yellow  sleeves, 
a  yellow  bodice  with  red  and  blue  ornament,  a  yellow- 
green  dress  with  a  pattern  in  red,  and  a  gray-brown  cloak, 
who  points  to  the  sky.  A  body  in  blue  lies  in  front  of  the 
chariot  wheels  and  another,  in  red,  blue,  and  yellow,  is 
seen  beneath  them.  On  the  far  side  of  the  chariot  a  fair- 
haired  man  (Philoxenus),  in  blue  with  a  red  and  yellow 
cloak,  holds  the  head  and  neck  of  a  blue-gray  swan  with  a 
yellow  beak  and  rides  on  a  red-brown  horse.  The  head  of  a 
young  woman  in  red,  blue,  and  yellow,  with  a  green  cloak, 
is  seen  beside  him  and  on  the  other  side  of  Judith  is  an- 
other in  a  red  and  yellow  hat  and  a  bald,  orange-bearded 
man  in  red.  Immediately  in  front  of  the  harpies  is  a  buck- 
ing, dark-headed,  gray  horse  with  decorated  yellow  and 
blue  harness.  It  is  ridden  by  a  young  man  (Alexander  the 
Great  on  Bucephalus)  with  a  green  laurel  wreath  in  his 
yellow  hair,  dressed  in  blue  armor  with  red  and  yellow 
ornament,  a  yellow-pink  cloak,  and  red  and  yellow  leg 
coverings;  he  points  at  Gluttony.  Beside  him  is  a  young 
woman  (Thais)  with  a  high  pink  and  metal-thread  hat, 
riding  a  gray-brown  horse  with  red,  yellow,  and  blue  har- 
ness. In  front  of  this  couple  is  a  nearly  nude  old  man 
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(Silenus),  swaying  on  the  back  of  a  donkey  with  dull  yel- 
low and  pink  harness,  ornamented  with  dark  brown  cres- 
cents and  dots.  He  has  gray  horns  and  blue  grapes  with 
green  and  yellow  leaves  on  his  head  and  blue-green  drap- 
ery; he  carries  a  large  blue  jug.  The  procession  is  headed  by 
a  young  man  (perhaps  Bacchus)  in  blue  on  a  rearing  pale 
brown  horse  with  red,  white,  blue,  and  yellow  harness  and 
blue  shoes;  the  rider  wears  a  headdress  of  green  and 
yellow  hops  and  holds  a  red  banner  with  a  gray  and  brown 
falcon  and  a  brown  hedgehog  on  it.  Between  him  and  the 
couple  on  horseback  are  a  man  in  blue  and  yellow  with  a 
pink  cloak  and  a  woman  with  a  fantastic  headdress  (prob- 
ably Antony  and  Cleopatra). 

In  the  background  on  the  left  is  hell  in  shades  of  red, 
blue,  yellow,  green,  brown,  and  gray,  with  clouds  of  gray- 
brown  smoke  pouring  out  of  it.  There  are  a  number  of 
flying  monsters,  one  fish  shaped,  in  blue,  yellow,  and  red, 
with  a  jug  on  its  back,  others  like  birds  or  butterflies  in 


shades  of  brown,  blue,  and  red.  A  tiny  figure  of  the  Devil 
with  a  skull  for  his  head  holds  up  a  blue  hourglass.  Be- 
tween the  main  figures  and  the  landscape  background  rise 
two  trees,  a  large  oak  behind  the  chariot  and  a  more  dis- 
tant tree  behind  the  leader  of  the  procession;  both  have 
brown  and  gray  trunks  and  green  and  yellow  leaves.  The 
trunk  of  another  is  partly  visible  on  the  extreme  right. 

The  background  is  a  wide  landscape,  with  the  pale  blue 
and  gray  sea  on  the  left  and  towering  blue  and  white 
mountains,  green  and  yellow  trees,  and  blue  and  gray 
buildings  in  the  center  and  on  the  right.  A  large  gray  and 
brown  ship  is  at  anchor  in  a  bay,  with  one  of  its  sails  being 
raised  or  lowered;  a  rowboat  with  two  men  in  red  and 
blue  is  near  the  prow.  On  the  adjacent  shore,  a  small  nude 
figure  holding  a  cup  (the  infant  Bacchus)  is  threatened  by 
two  men  in  blue  with  yellow  helmets;  a  third,  in  red,  with 
a  white  turban,  holds  a  huge  battle-ax.  Farther  to  the  right 
is  a  group  of  blue  and  pale  brown  tents;  in  the  largest, 


which  has  red  flags  and  a  red  band  below  its  roof  and  is 
guarded  by  two  sentries  in  blue,  Judith  in  pink  and  Holo- 
fernes  in  blue  sit  at  a  table  with  yellow  dishes  on  it.  Four 
men  are  fighting  in  the  distance  on  the  left.  On  the  right, 
Judith  and  her  servant,  both  in  blue  and  yellow,  are  seen 
leaving  the  tent,  in  which  is  Holofernes's  pink  and  blue 
bed;  the  servant  carries  a  large  yellow-gray  bag  and  Judith 
has  a  blue  knife  and  Holofernes's  head.  Troops  in  blue 
with  a  banner  are  visible  in  the  distance.  On  the  right  is  the 
walled  yellow- gray  city  of  Bethulia,  with  blue  roofs;  on 
a  tower  beside  the  gate  is  Holofernes's  head  on  a  pole.  In 
the  center  of  the  sky  is  a  flying  figure  (Temperance)  with 
yellow-brown  hair,  gray  and  brown  wings,  a  dull  yellow 
robe,  and  green  sleeves,  emerging  from  blue-gray  clouds. 
Above  are  rays  of  light  in  metal  thread  and  many  small 
cherubs'  heads  with  blue  and  yellow  wings.  There  are  also 
several  brown  and  gray  birds.  The  sky  is  in  shades  of  blue 
and  gray.  The  foreground  is  in  shades  of  green,  brown, 
and  gray,  with  many  green  plants,  some  with  red  and  blue 
flowers.  The  border  is  a  replacement. 

The  outlines  are  principally  in  dark  brown  or  black. 
Metal  thread  is  lavishly  used  throughout,  especially  on  the 
costumes,  but  also  in  the  foreground  plants,  the  leaves  of 
the  trees,  and  the  red-brown  dog. 

CONDITION 

Most  of  the  metal  thread  has  blackened.  The  dark 
brown  sections  show  many  bare  warps,  especially  on  the 
legs  of  Judith's  horse,  the  tree  trunks,  and  the  outlines. 
There  are  small  areas  of  repair  in  the  distant  mountains. 


SUBJECT 

A  mid-sixteenth-century  manuscript  in  French  in  the 
Spanish  National  Library  in  Madrid  gives  an  outline  of  the 
iconographical  program  of  the  series,  except  for  Sloth;  it 
was  apparently  based  on  the  petits  patrons,  not  the  car- 
toons, for  the  tapestries,  and  does  not  always  agree  with 
the  woven  designs.1  The  section  describing  Gluttony 
comes  after  Envy.  The  rider  on  the  chariot  is  "damme 
gloutonnie  sans  souci  tenant  le  pot  tousiours  preste  a  faire 
grosses  chieres."  She  is  accompanied  by  "Cuysiniers  tau- 
reniers  [taverniers]  cabarretiers  patissiers  et  toutz  maistres 
et  maistresses  de  friandise.  La  mort  la  pourchasse  comme 
veneur."  In  the  procession  are  "philoxenus  desirant  auoir 


le  col  aussi  grant  que  dung  cygne  pour  plus  longuement 
perceuoir  et  gouster  le  bon  vin"  and  "Cleopatra  royne 
degipt  fort  prodigue  laquelle  mist  a  pourete  marc  anthoine 
consul  rommain  et  luy  fist  despendre  vng  tresor  infini." 
Harpies  pull  the  Gluttony's  chariot  "pour  demonstrer  que 
gourmandise  et  gloutonnie  deuorent  le  bien  et  la  sub- 
stance familiere  en  peu  de  temps";  they  are  "aello  que 
vault  tollisante  le  bien  daultruy  ocipete  legierement  em- 
blante  et  celeno  tenante  secretement  son  larchin."  They 
have  "faces  de  vierges  car  toutte  rapine  est  sterile." 

Other  personages  present  are  "Alexandre  le  grant" 
"forte  note  de  gourmandise  par  trop  boire  Thays  la  pail- 
larde  Silenus  lyvroigne."  "Mais  la  sobre  et  discrete  Judith 
sest  eslongee  de  linfame  compaignie  de  gourmandise  et  se 
tient  soubz  le  celestial  aspect  de  la  belle  vertu  de  tempe- 
rance." Two  lines  at  the  end  of  the  manuscript  read: 
"Gloutonnie  tout  consume  et  despentz  /  en  son  abisme 
dont  en  fin  se  repent,"  a  sentiment  that  accounts  for  the 
presence  in  Gluttony's  train  of  Cleopatra,  notorious  for 
her  extravagance. 

Most  of  the  people  named  in  the  Madrid  document  can 
be  more  or  less  certainly  identified  with  figures  on  the 
tapestry.  The  strange  headdress  worn  by  the  woman  im- 
mediately behind  the  standard-bearer  is  very  like  that  of 
the  named  Cleopatra  on  an  earlier  Gluttony  tapestry  in 
the  Detroit  Institute  of  Arts;2  the  man  beside  her  would 
then  be  Antony.  The  standard-bearer,  though  not  named 
in  the  document,  has  been  plausibly  identified  as  Bac- 
chus,3 though  he  is  crowned  with  hops  (used  in  making 
beer)  rather  than  grape  leaves.  The  falcon  and  the  hedge- 
hog on  his  banner  are  well-known  symbols  of  Gluttony;4 
the  latter  was  thought  to  carry  off  grapes  or  apples  by 
sticking  them  on  its  prickles.  The  bald  man  with  the  young 
woman  beside  him  and  the  woman  closer  to  the  chariot 
may  well  be  Lot  and  his  daughters;5  the  scene  of  his 
drunkenness  appears  in  the  background  of  the  Detroit 
tapestry.  The  dogs  on  the  left  are  symbols  of  Gluttony.6  In 
the  background  on  the  left,  three  pirates  capture  the  infant 
Bacchus,7  who  changed  them  into  dolphins. 


SOURCE  OF  THE  DESIGN 

The  Madrid  document  is  entitled  "Significance  de  sept 
tappis  des  sept  pechez  mortelz  pour  guillaume  panne- 
makere  desquelz  a  faict  les  patrons  et  ordonnances  maistre 
pierre  van  aelst  paintre  d'anuers."  Willem  de  Pannemaker's 
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mark  appears  on  pieces  of  the  sets  in  Vienna  and  Madrid,8 
and  Pieter  Coecke  has  long  been  recognized  as  the  de- 
signer. He  apparently  knew  the  earlier  series  of  which  the 
Detroit  Gluttony  was  a  part.  The  general  scheme  of  the 
earlier  and  later  tapestries  is  the  same:  the  Sin  and  some  of 
the  other  main  characters  mounted,  others  on  foot,  with 
smaller  figures  in  the  background  acting  out  scenes  illus- 
trating the  sin,  or  its  opposite  virtue  (temperance  in  the 
case  of  gluttony),  which  is  also  personified  as  a  flying 
figure.  The  scene  of  Judith  and  Holofernes  is  used  in  both 
versions  of  Gluttony.  There  are  also  some  resemblances  in 
detail  in  the  two  tapestries,  such  as  the  peculiar  headdress 
worn  by  Cleopatra.  The  hand  of  Coecke's  pupil  and  son- 
in-law,  Pieter  Breugel,  has  been  detected  in  the  background 
of  the  Apostle  Paul  series;9  the  fantastic  mountains  in  the 
background  of  13  could  indicate  Breugel's  collaboration 
here. 

WEAVER  AND  DATE 

Though  the  cartoons  of  the  Seven  Deadly  Sins  presum- 
ably remained  in  Willem  de  Pannemaker's  workshop  after 
the  sets  with  his  mark  were  woven,  13  may  not  have  been 
made  there.  It  is  inferior  in  quality  to  the  other  known 
weavings  and  is  thus  probably  considerably  later  in  date. 
Coecke's  designs  are  considered  to  have  been  made  about 


RELATED  TAPESTRIES 

A  set,  presumably  the  editio  princeps,  was  delivered  to 
Mary  of  Hungary,  regent  of  the  Netherlands,  by  the  Ant- 
werp dealer  Pierre  van  de  Walle  in  1544. 11  Four  pieces  of 
this  set  are  in  the  Spanish  National  Collection;12  three 
have  the  mark  of  Willem  de  Pannemaker,  the  fourth  (Lust) 
that  of  an  unknown  weaver.  They  are  extremely  rich  in 
silver-gilt  and  silver  thread,  with  borders  of  flowers  and 
fruit,  and  putti  in  the  lower  corners.  Each  piece  has  an 
inscribed  tablet  in  the  upper  border,  that  of  Gluttony 
reading: 

SINT  IGNOTA  LICET  MAGNI  PATRIMONIA  CROESI 
IMMENSAE  ABSVMVNT  ALTA  BARATRA  GVLAE. 

This  tapestry  shows  almost  all  the  trunk  of  the  large  tree 
on  the  far  right;  otherwise,  only  in  small  details,  such  as 
the  foreground  plants  and  the  distant  trees  (for  example,  a 


palm  beside  Holofernes's  tent),  does  it  differ  from  13.  The 
head  of  the  bucking  horse  is  the  same  color  as  its  body. 

Another  set  belonged  to  the  count  of  Egmont  and  was 
sent  to  Spain  after  his  execution  in  1 568.  Six  pieces  of  this 
set  are  in  the  Spanish  National  Collection,  with  the  same 
unidentified  weaver's  mark  that  appears  on  the  Lust  in  the 
four-piece  set.13  They  have  very  rich  borders,  with  herms 
at  the  sides  and  grotesque  figures  at  top  and  bottom.  Glut- 
tony14 is  inscribed  on  the  tablet  in  the  upper  border: 

SINT  CONGESTA  LICET  DITIS  PATRIMONIA  CROESI 
IMMENSAE  ABSVMVNT  ALTA  BARATHRA  GVLAE.15 

There  is  less  foreground  and  less  sky  than  in  the  editio 
princeps;  the  lower  border  cuts  through  the  legs  of  all  the 
animals  in  the  foreground,  the  upper  through  the  angel's 
wing.  The  large  tree  on  the  extreme  right  is  only  partly 
visible. 

A  complete  set  of  seven  pieces  is  in  the  Austrian  Na- 
tional Collection.  They  have  grotesque  borders,  but  not  of 
the  same  design  as  those  of  the  Madrid  six-piece  set.  Six  of 
them  have  Willem  de  Pannemaker's  mark,  the  seventh 
that  of  an  unknown  weaver.16  There  is  very  little  metal 
thread.  Gluttony  has  the  same  inscription  as  in  the  Ma- 
drid four-piece  set,  but  Cleopatra  and  most  of  the  tree  on 
the  extreme  right  are  missing.  The  lower  border  leaves 
room  for  the  animal's  legs,  but  the  upper  cuts  through  the 
angel's  wing.17 

A  single  piece,  Avarice,  in  the  Pierpont  Morgan  Library 
(formerly  in  the  F.  B.  Palmer  collection,  London)  has 
a  border  like  the  four-piece  set  in  Madrid,  but  the  frame 
of  the  tablet  with  the  inscription  is  different.  There  is  no 
inner  band,  and  the  flowers  of  the  main  border  protrude 
into  the  central  field  in  several  places.  It  thus  cannot 
belong  to  the  same  set  as  the  four  pieces  in  Madrid  or 
as  13  and  must  represent  a  fourth  weaving  of  the  series. 
The  mark  is  a  P,  possibly  a  form  of  Pannemaker's  mono- 
gram. 18 
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14  Scene  from  the  Old  Testament 


Flemish  (Brussels);  woven  by  Willem  de  Kempeneer  (fl.  1521— 

1548),  1535-48. 
Weaver's  mark. 
Wool  and  silk. 

13  ft.  6  in.  x  2,1  ft.  7  in.  (4.1 1  mx  6.58  m). 
16—17  warps  per  inch,  6—7  per  centimeter. 
Gift  of  Mrs.  Constance  McCann  Betts,  Mrs.  Winston  F.  C. 
Guest,  and  Frasier  W.  McCann,  1942  (4 2. 19 3.1). 


DESCRIPTION 

The  scene  shows  the  aftermath  of  a  victory.  The  leader 
of  the  successful  troops  stands  in  the  center,  extending  his 
right  arm  and  resting  his  left  hand  on  a  blue  and  red  war 
hammer.  He  wears  blue,  red,  and  yellow  classical  armor. 
His  helmet  is  surmounted  by  a  brown  holder  for  huge  red, 
blue,  and  pale  brown  plumes,  which  are  decorated  with 
gems,  and  a  large  red  and  yellow  sword  in  a  gray  sheath 
hangs  at  his  side.  He  has  red  sleeves  and  leg  coverings  and 
a  blue  cloak  (pale  gray  in  a  modern  replacement  on  the 
right  shoulder)  ornamented  in  red  at  the  hem.  His  boots 
are  blue  with  red  and  yellow  cross  lacing  and  lion  heads  at 
the  tops.  On  the  right,  in  the  foreground,  is  a  man  stepping 
forward.  He  has  a  red  and  blue  helmet  with  red  and  pale 
brown  plumes,  decorated  with  gems,  perhaps  pearls.  His 
armor  is  pale  brown,  with  a  yellow-gray  and  red  lion- 
mask  at  the  shoulder,  over  a  blue  and  red  undergarment. 
He  has  a  blue  cloak  lined  with  gray  (a  modern  replace- 
ment) and  red  and  yellow  leg  coverings.  His  right  hand 
rests  on  a  blue  weapon  behind  his  back.  Between  him  and 
the  commander  stands  a  man  in  a  blue  hat  with  blue  and 
gray  plumes,  decorated  with  red  gems.  He  has  a  blue 
undergarment  slashed  with  red,  a  dull  pale  yellow  cos- 
tume decorated  in  brown  and  slashed  with  red,  and  a  red 
and  pale  yellow  cloak.  To  the  right  is  a  man  in  elaborate 
blue  armor  ornamented  in  red;  there  are  red  and  brown 
plumes  on  his  helmet.  He  holds  a  long  blue-headed  brown 
spear  and  has  a  gray  sword  in  a  yellow  and  red  scabbard  at 
his  side;  his  leg  coverings  are  red  and  he  wears  pale  yellow- 
brown  and  red  boots. 

On  the  far  right  is  a  pale  gray  horse  (the  brown  tail  is  a 
modern  replacement)  with  a  red  spike  and  red,  pink,  gray, 
and  brown  plumes  on  the  blue  and  red  armor  of  its  head;  it 
has  red  and  brown  harness  with  pale  brown  tassels,  a  blue 


and  brown  saddle,  and  a  red  stirrup  on  a  blue  strap.  Its 
elaborate  coverings,  chiefly  in  dull  pale  yellow  and  red, 
have  panels  showing  a  nude  child  holding  a  platter  in  front 
of  two  crossed  arrows,  a  cherub  head,  and  other  motifs. 
The  horse  is  held  by  a  young  man  in  a  blue  and  brown  hat 
with  gray  feathers,  a  gray  costume  (largely  a  modern  re- 
placement), a  blue  cloak  and  leg  coverings,  and  red  shoes; 
he  holds  a  blue-hilted  sword  in  a  red  sheath.  Above  the 
horse  is  another  of  the  same  color,  with  red,  yellow,  and 
pink  harness,  ridden  by  a  young  man  in  a  pink  hat  with 
blue  feathers,  ornamented  with  red  and  yellow  gems,  and 
a  blue  strap  under  his  chin.  He  has  a  blue  costume  and 
brown  leggings  and  raises  a  dull  yellow  stick.  Another 
young  man,  bareheaded,  sits  on  a  pale  brown  horse  with 
red  and  blue  harness.  He  has  a  white  shirt  and  pink  cos- 
tume, with  a  blue  pouch  and  a  yellow  dagger  at  his  waist; 
he  raises  a  short  pointed  brown  stick. 

On  the  left,  beside  the  commander,  is  a  man  in  a  red  and 
blue  helmet  with  red  and  gray  plumes,  ornamented  with 
gems.  His  costume  is  yellow-gray  and  red,  with  red  cuffs, 
blue  sleeves,  and  blue  leg  coverings;  he  has  a  blue-green 
cloak  and  dull  yellow  and  red-brown  boots.  He  holds  a 
huge  banner  with  a  pale  yellow  and  pink  ground;  it  shows 
gray  stars  above  a  band  of  blue  and  white  clouds,  from 
which  issue  pale  and  dark  blue  streamers  and  red  and  pink 
flames.  The  staff  is  pale  brown.  To  the  left  is  a  man  gestur- 
ing in  a  contrapposto  attitude,  dressed  in  blue  with  red 
decoration  and  bejeweled  red  plumes;  he  has  a  long  gray 
sword  with  a  red  and  yellow  hilt.  Below  him,  a  man  in  a 
dull  red  coat,  blue  sleeves  and  leg  coverings,  and  blue  and 
red  boots,  stoops  to  lift  a  dull  yellow  and  red-brown  gold 
statuette  of  a  woman  holding  a  cornucopia.  Behind  him 
on  the  left  a  man  strides  forward  carrying  a  huge  red- 
brown  and  yellow  vessel  on  his  shoulder.  He  has  a  blue 
and  red  helmet,  a  dull  pink  sleeve,  a  blue-green  jacket  with 
a  red  stripe,  red  stockings,  and  red-brown  shoes.  Above 
him  on  the  left  a  man  bends  under  the  weight  of  a  large 
red-brown  and  yellow  flat  stand;  he  is  dressed  in  red  and 
blue  with  yellow-pink  leg  coverings  and  has  a  brown- 
hilted  sword  at  his  side.  Next  to  him  a  man  in  green,  red, 
blue,  and  pale  brown,  with  a  gray  helmet,  supports  some- 
thing wrapped  in  red  on  his  shoulder.  The  heads  of  three 
men,  one  carrying  a  red  burden,  the  others  in  gray  and 
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14 


blue  helmets,  are  seen  above;  one  has  a  gray-headed  spear 
with  a  yellow  tassel. 

In  the  middle  distance  on  the  left  are  two  warriors  with 
gray  helmets  carrying  a  pale  brown  and  red  chest;  they  are 
dressed  in  blue  and  pale  brown.  Three  men  are  partly  seen 
behind  them,  one  in  red  and  one  in  blue  with  a  red  turban, 
holding  a  large  brown  shield  or  dish.  Most  carry  long 
brown  spears  or  sticks.  A  tree  with  a  dark  green  and 
brown  trunk  and  dark  blue-green,  gray,  and  brown  leaves 
rises  to  the  right  of  this  group.  Behind  the  gesticulating 
man  is  another  in  profile  holding  a  brown  spear  with  a 
blue  head;  he  has  a  gray  helmet,  dull  yellow  and  pale  red 


armor,  and  a  red  cloak.  Behind  the  spear  is  a  young  man  in 
red  and  dark  blue  carrying  a  red-brown  and  yellow  vase 
on  his  shoulder.  Another  spear-carrying  warrior  in  profile 
is  partly  visible,  and  a  young  man  in  a  blue  hat  with  pale 
brown  feathers  and  a  red  and  blue  costume  holds  another 
spear  with  an  unusually  long  blue  head.  Other  heads,  hel- 
mets, and  a  bunch  of  dark  plumes  are  seen  above  these 
foreground  figures,  and  a  man  in  a  red,  blue,  and  yellow 
helmet  stands  behind  the  banner  holder.  To  the  right  of 
the  commander's  helmet  is  a  partly  visible  man  in  blue, 
wearing  a  pale  yellow-brown  turban,  and  several  heads  of 
warriors  with  blue  and  red  helmets  carrying  blue-headed 
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spears.  One  man  has  pale  gray  plumes  in  his  elaborate 
helmet;  the  man  below  him,  who  gestures  with  his  left 
hand,  has  a  blue  slashed  hat  tied  with  a  red  and  gray  cloth 
and  a  blue  and  green  costume.  A  spear  holder  above  him 
has  a  red  and  yellow  shield. 

In  the  background  on  the  far  right  is  a  pale  yellow-pink 
tent  with  pale  yellow  decoration,  a  blue  fringe,  and  a  red 
lining;  in  the  brown  interior  is  a  white  and  blue  table 
supporting  red-brown  and  dull  yellow  vessels.  Behind  it  is 
a  white  tent  with  a  blue  pomegranate  pattern  and  a  pale 
brown  fringe;  a  red  standard  at  the  top  flies  a  gray  banner 
with  a  meaningless  brown  inscription.  The  peak  of  a  red 
and  brown  tent  behind  has  another  gray  banner  with  a 
pink  bend  across  it.  Red  and  yellow  flames  and  gray 
smoke  rise  from  scattered  pale  gray  and  brown  buildings 
in  the  distance  and  there  are  some  running  men  with 
spears.  Behind  the  bareheaded  rider  is  a  tall  tree  with  a 
brown  trunk  and  leaves  in  green,  brown,  and  dark  and 
pale  blue.  To  the  left  are  three  pale  brown  cannon,  one 
with  red  flames  issuing  from  its  mouth;  they  are  tended  by 
two  gunners  in  red  and  blue.  To  the  right  is  a  man  in  pale 
blue  and  pink,  waving  a  dull  yellow  and  red  banner;  be- 
hind him,  a  group  of  soldiers  in  blue,  carrying  spears,  are 
largely  concealed  by  blue-green,  pale  yellow,  and  brown 
trees.  Long  rows  of  spears  in  the  distance  are  carried  by  an 
army  entering  a  pale  blue  and  gray  walled  city  in  the  center 
of  the  tapestry.  Between  the  city  and  the  foreground  fig- 
ures are  several  tents  in  red,  pale  yellow,  red-brown,  gray, 
and  blue;  four  have  gray  banners  with  meaningless  brown 
ornamentation.  Two  cannon  are  seen  between  two  of  the 
tents. 

In  the  far  distance  on  the  left  are  pale  brown  and  gray 
buildings  with  spear-carrying  soldiers,  some  issuing  from  a 
city  gate.  One  tower  has  several  men  at  the  top  with  trum- 
pets and  flags.  A  number  of  figures  are  seen  in  the  open 
spaces  inside  the  city  walls.  Many  of  the  buildings  have 
blue  roofs;  there  are  two  strangely  shaped  blue-topped 
structures  with  pink  banners  flying  from  them.  The  sky  is 
in  shades  of  blue  and  gray;  the  distant  landscape  is  in 
similar  colors  and  includes  on  the  left  a  huge  hill  with  a 
gray  castle  on  top. 

The  foreground  is  in  tones  of  green,  gray,  brown,  blue, 
and  dull  yellow.  At  the  commander's  feet  is  a  pile  of  trea- 
sure, including  a  dull  yellow  and  red-brown  triangular 
basin  with  sphinges  at  the  corners,  a  huge  blue  candle- 
stick, and  a  large  gray  and  brown  oval  with  red  gems. 


Elsewhere  in  the  foreground  there  are  a  number  of  green 
and  dull  yellow  plants,  some  with  gray,  pale  blue,  or  pale 
pink  flowers.  The  outlines  are  mostly  brown. 

The  borders,  all  different,  have  red-brown  grounds  and 
are  filled  with  leaves,  flowers,  fruit,  and  red,  pink,  or  gray 
ribbons,  in  shades  of  red,  orange,  yellow,  green,  blue,  and 
brown;  pink  and  red  roses,  blue  and  green  gourds,  gray 
and  yellow  daffodils,  blue  and  gray  pansies,  red  and  yellow 
lilies,  red  and  green  apples  and  pears,  pale  red  poppies, 
gray  turnips,  red  and  dark  blue  currants,  blue  columbines, 
and  gray  and  blue  grapes  can  be  distinguished.  The  guards 
(missing  at  the  top)  are  dark  blue  and  have  the  mark  of 
Willem  de  Kempeneer  (see  detail)  in  pale  blue  on  the  lower 
right  side. 


Detail  of  14 


CONDITION 

Substantial  areas  have  been  completely  rewoven;  the 
colors  do  not  always  approximate  those  of  the  adjacent 
parts.  They  include  the  lower  left  portion  of  the  cloak 
worn  by  the  man  to  the  left  of  the  commander;  the  upper 
part  of  the  commander's  right  arm  and  shoulder;  vertical 
brown  bands  in  his  cloak;  the  left  hand  and  the  gray  part 
of  the  cloak  of  the  man  stepping  forward,  with  much  of 
the  space  below  the  hand,  now  rendered  incomprehensi- 
ble (two  blue  and  red  slashed  shoes  here  cannot  be  ac- 
counted for);  most  of  the  body  and  right  arm  of  the  man 
holding  a  horse;  the  tail  and  part  of  one  leg  of  the  fore- 
ground horse;  and  a  section  in  the  center  of  the  right 
border.  There  are  numerous  smaller  instances  of  repair, 
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especially  in  dark  areas  in  the  sky,  and  many  brown  out- 
lines have  been  worked  over.  There  are  some  small  holes 
and  black  spots  in  the  sky.  The  upper  border  has  appar- 
ently been  cut  at  the  top. 


that  of  Willem  de  Kempeneer.2  A  date  in  the  second  quar- 
ter of  the  sixteenth  century  is  suggested  by  the  style  of  the 
design. 


SUBJECT 

The  subject  is  probably  the  aftermath  of  a  victory  of  the 
Israelites.  The  city  in  the  background  appears  to  have  been 
captured,  but  as  its  walls  are  standing,  it  cannot  be  Jer- 
icho. The  man  stepping  forward  might  be  Joram,  the  son 
of  Toi,  king  of  Hamath,  who  was  sent  by  his  father  to 
salute  David  and  "brought  with  him  vessels  of  silver,  and 
vessels  of  gold,  and  vessels  of  brass"  (2  Samuel  8:10),  but 
this  episode  is  not  described  as  taking  place  after  the  cap- 
ture of  a  city  and  the  treasure  in  this  tapestry  is  clearly  loot. 
A  similar  event  is  shown  in  the  last  panel  of  the  David  and 
Bathsheba  set  in  the  Musee  de  la  Renaissance,  Ecouen, 
described  as  Joab  receiving  the  booty  of  Rabbah.  The 
chief  character  on  this  tapestry  is  Joab,  not  David,  but  the 
red,  yellow,  and  gold  banner  with  a  device  of  rays  or 
flames,  not  unlike  the  one  in  14  though  less  precise,  is 
found  on  other  pieces  of  the  set  in  association  with  the 
king. 1 

WEAVER  AND  DATE 

The  mark  (see  detail),  found  on  a  Jacob  set  in  the  Cin- 
quantenaire  museum,  Brussels,  on  Abraham  sets  in  Vi- 
enna and  Madrid,  and  elsewhere,  has  been  identified  as 


HISTORY 

Mr.  and  Mrs.  Charles  E.  F.  McCann  sale,  Parke-Bernet,  New 
York,  November  21,  1942,  no.  1108,  illus.  Called  the  His- 
tory of  Scipio  Africanus,  made  by  Willem  de  Pannemaker, 
about  1540.  Bought  in. 

Given  to  the  MM  A  by  Mrs.  Constance  McCann  Betts,  Mrs. 
Winston  F.  C.  Guest,  and  Frasier  W.  McCann,  children  of 
Mr.  and  Mrs.  Charles  E.  F.  McCann,  1942. 


PUBLICATION 

MMA  Annual  Report  1942,  p.  28.  Listed  as  probably  represent- 
ing a  scene  from  the  story  of  Joshua,  made  by  Willem  de 
Pannemaker  about  1550. 


NOTES 

1.  Francis  Salet,  David  et  Bethsabee  (Paris,  1980)  pp.  89-96  ("Le 
Rassemblement  du  butin"),  pp.  26,  34,  50,  74,  82  (mentions 
"oriflamme  royale  ornee  de  rayons  flamboyants"). 

2.  M.  Calberg  and  H.  Pauwels,  "Decouverte  de  la  marque  du  tapissier 
sur  la  tenture  de  l'Histoire  de  Jacob,"  Bulletin  des  Musees  Royaux 
d'Art  et  d'Histoire  33  (1961)  p.  112,  113;  Sophie  Schneebalg- 
Perelman,  "La  tapisserie  flamande  et  le  grand  temoinage  de 
Wawel,"  in  Jerzy  Szablowski,  ed.,  Les  Tapisseries  flatnandes  au 
Chateau  du  Wawel  a  Cracovie  (Antwerp,  1972)  pp.  417-20. 
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15  Passion  scenes 


a  The  Last  Supper 
b  The  Ascension 


Flemish  (Brussels);  probably  designed  by  Michiel  Coxcie 

(1499— 1592),  and  woven  1540—45. 
Marks  of  Brussels  and  an  unknown  weaver. 
Wool,  silk,  and  silver-gilt  and  silver  thread. 
15a  10  ft.  3  in.  x  9  ft.  7  in.  (3.12  mx  2.92  m); 
15b  10  ft.  x  9  ft.  7  in.  (3.05  m  x  2.92  m). 
18-19  warps  per  inch,  7-8  per  centimeter. 
Fletcher  Fund,  1944  (44.63.4,5). 

DESCRIPTION 

The  borders  to  both  tapestries,  though  not  identical,  are 
alike  in  that  they  simulate  convex  wooden  frames  on 
which  are  placed  columns  of  overlapping  leaves,  like  the 
trunks  of  palm  trees;  round  these  are  entwined  leaves, 
flowers,  and  fruits.  At  each  lower  corner  is  a  two-handled 
pale  blue  and  silver  vase  with  a  pale  blue,  pink,  and  yellow 
parrot,  seen  from  behind,  with  its  head  turned  to  the  left. 
An  iris  plant  with  long,  pointed,  blue-green  and  yellow 
leaves  and  pale  blue  and  gray  flowers  rises  from  each  vase. 
The  guards  are  dark  blue;  Brussels  marks  (BB  in  gold 
thread,  with  a  red  or  orange  shield)  appear  on  the  far  left 
lower  guards,  an  unidentified  weaver's  mark  in  gold 
thread  or  yellow  silk  on  the  right  side  guards  near  the 
bottom  (see  details). 


Detail  of  15a  Detail  of  15b 


CONDITION 

The  gilt  thread  is  somewhat  worn  and  the  silver  thread 
has  tarnished. 

SOURCE   OF  THE  DESIGNS 

The  attribution  of  the  designs  to  Michiel  Coxcie  has 
much  to  support  it.  Besides  the  resemblance  between  his 
paintings  of  the  Last  Supper  and  15  a,  both  tapestries  can 
be  related  to  his  Abraham  set  in  Madrid.1  The  facial  types 
and  attitudes  in  15a  and  b  can  also  be  found  in  other 
tapestries  attributed  to  this  artist,  such  as  the  Genesis  sets 
in  the  Polish  State  Collection.2 

WEAVER  AND  DATE 

The  weaver's  mark  has  not  been  identified.  It  is  also 
found  on  a  Transfiguration  of  1537/38  in  the  Bayerisches 
Nationalmuseum,  Munich.  A  date  of  1540—45  is  proba- 
ble on  stylistic  grounds  and  accords  with  the  time  by 
which  1 5  is  known  to  have  been  in  the  collection  of  the 
Electors  of  Saxony. 

RELATED  TAPESTRIES 

No  other  tapestries  unquestionably  from  the  same  set 
have  been  identified.  When  these  two  were  first  discovered, 
they  were  associated  with  four  other  sixteenth-century 
Flemish  tapestries,  representing  the  Adoration  of  the 
Shepherds,  Christ  Carrying  the  Cross,  the  Crucifixion, 
and  the  Ascension;  these  are  now  in  the  Staatliche  Kunst- 
sammlungen,  Dresden.  The  Crucifixion  is  from  a  set  of 
fifteen  tapestries  acquired  in  151 5  by  Duke  George  the 
Bearded  of  Saxony.3  The  other  three  were  owned  by  the 
Electors  of  Saxony  from  at  least  1565;  as  they  include 
another  Ascension,  they  probably  are  not  part  of  the  same 
set  as  1 5. 4 
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HISTORY 

Both  tapestries  may  have  belonged  to  the  Electors  of  Saxony  as 
early  as  1554,  when  the  church  of  the  new  palace  in  Dresden 
(built  1548—53)  is  recorded  as  decorated  for  a  christening 
with  Passion  tapestries,  woven  with  silk  and  gold  thread.5 
They  were  certainly  owned  by  the  Elector  in  1565,  when  an 
inventory  entry  describes  two  sets  of  ten  tapestries  each,  both 
woven  with  gold,  silver,  and  silk;  one  set  was  called  the  "old" 
Passion,  and  among  the  named  pieces  are  a  Last  Supper  and 
an  Ascension.6  A  1 5  89  inventory  calls  the  Old  Passion,  "sehr 
kunstreich  gemachtt,"7  and  one  of  161 1  lists  eleven  pieces  of 
the  New  Passion  in  the  church  and  ten  pieces  of  the  Old 
Passion.8  Presumably  most  of  these  tapestries  were  destroyed 
when  the  castle  was  burned  down  in  170 1.  15  was  noted  as 
stored,  with  the  four  other  existing  tapestries  mentioned 
above,  in  the  Bruhl  Palace,  Dresden,  in  1790  and  again  in  the 
1840s.9  All  the  pieces  were  removed  and  hung  in  the  new 
Dresden  Picture  Gallery  in  1855,  but  were  recorded  as  the 
property  of  the  royal  family.10  The  last  king  of  Saxony,  Fred- 
erick Augustus  III,  abdicated  in  1918;  15  was  consigned  to 
the  family  in  1924  and  brought  to  the  United  States  by  the  son 
of  Frederick  Augustus,  Prince  Ernst  Heinrich,  a  few  years 
later.  It  was  acquired  by  the  New  York  firm  of  French  &  Co. 
before  1935  and  purchased  for  the  MMA  in  1944  through 
the  Fletcher  Fund. 

EXHIBITIONS 

Brussels,  Exposition  Universelle  et  Internationale,  1935.  Cinq 
Siecles  d'art,  cat.  nos.  629,  630.  Lent  by  French  &  Co.  Dated 
1525-50. 

Paris,  Musee  de  I'Orangerie,  193  5.  De  Van  Eyck  a  Bruegel,  cat. 
nos.  130, 131.  Lent  by  French  &  Co. 

Cleveland  Museum  of  Art,  June-October  1936.  The  Twentieth 
Anniversary  Exhibition  of  the  Cleveland  Museum  of  Art,  the 
Official  Art  Exhibit  of  the  Great  Lakes  Exposition,  cat.  nos. 
67, 68,  illus.  pi.  viii  [15a].  Lent  by  French  &  Co.  Described  as 
from  a  set  woven  for  Margaret  of  Austria  or  Mary  of  Hun- 
gary, completed  in  1 5  3  2,  from  designs  by  Bernaert  van  Orley . 
Eagles  and  lions  on  floor  tiles  of  15a  called  devices  of  Holy 
Roman  Empire  and  Austria. 

Cambridge,  Massachusetts,  Fogg  Art  Museum,  Harvard  Uni- 
versity, May  1937.  The  Art  of  the  Renaissance  Craftsman, 
cat.  nos.  1,  2.  Lent  by  French  &  Co.,  New  York.  Dated  about 
1532.  Described  as  from  the  Old  Passion  mentioned  in  the 
1565  Saxony  inventory;  owls  and  parrots  of  border  of  15a 
said  to  be  birds  of  wisdom  and  folly;  eagles  of  Holy  Roman 
Empire  and  Austrian  lion  on  floor  tiles.  Angels'  heads  and 
skull  in  clouds  of  15b  said  to  suggest  supernatural  power  and 
triumph  over  death;  apostles  in  foreground  called  Paul,  Peter, 
and  John. 


PUBLICATIONS 

Hiibner,  Julius.  Verzeichniss  der  Koniglichen  Gemalde-Galerie 
zu  Dresden.  Dresden,  1856,  pp.  68,  70,  71,  72,  79,  80.  De- 
scribed as  moved  to  new  picture  gallery,  discoverer  in  1790 
quoted  as  ascribing  all  six  Dresden  Passion  tapestries  prob- 
ably to  designs  by  Cranach;  Quentin  Massys  named  as  de- 
signer of  the  Crucifixion  and  Christ  Carrying  the  Cross,  but 
not  others. 

Schafer,  Wilhelm.  Die  Konigliche  Gemalde-Gallerie  zu  Dres- 
den. Dresden,  [1859],  introduction  pp.  25,  86;  cat.  pp.  6-8. 
Costumes  of  15a  said  to  date  from  1510—20. 

Hiibner,  Julius.  Catalogue  of  the  Royal  Picture  Gallery  in  Dres- 
den. 5  th  ed.,  trans,  from  4th  ed.  by  J.  Pond.  Dresden,  1884, 
pp.  79,  89,  90.  The  attribution  by  Alfred  Michiels11  to  Herri 
met  de  Bles  of  the  Adoration  of  the  Shepherds  tapestry  is 
extended  to  15a  on  the  strength  of  the  owls  in  the  borders. 

Woermann,  Karl.  Katalog  der  Koniglichen  Gemaldegalerie  zu 
Dresden.  Dresden,  1887,  pp.  818,  820.  Attribution  to  Herri 
met  de  Bles  said  to  be  without  foundation. 

Bruck,  Robert.  Friedrich  der  Weise  als  Forderer  der  Kunst.  Stras- 
bourg, 1903,  pp.  234,  235.  Said  to  be  from  a  set  of  fifteen, 
earlier  than  the  other  four  pieces. 

Katalog  der  Koniglichen  Gemaldegalerie  zu  Dresden.  8th  ed. 
Dresden,  191 2,  p.  306.  Said  to  be  from  the  Old  Passion  set. 

Kumsch,  Emil.  "Die  Dresdner  Passionsteppiche  und  ihre  Be- 
ziehungen  zu  Diirer."  Mitteilungen  aus  den  Sachsischen 
Kunstsammlungen  4(1913)  pp.  19,  25—29.  All  Dresden  tap- 
estries discussed  and  their  history  given.  1 5  (called  Group  III) 
attributed  to  Bernaert  van  Orley,  about  1532.  Influence  of 
Diirer  seen  in  15a  only. 

Gobel,  Heinrich.  "Heinrich  von  der  Hohenmuel,  Hugo  von 
Thale  and  Seger  Bombeck,  Wirker  im  Dienste  Johann  Fried- 
richs  des  Grossmutigen."  Monatshefte  fur  Kunstwissen- 
schaft,  1921,  pp.  89,  92.  Dresden  inventory  of  1589  tran- 
scribed, Last  Supper  and  second  Ascension  tapestries  in 
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15a  The  Last  Supper 

DESCRIPTION 

Christ,  with  pale  brown  hair  and  beard,  sits  in  the  cen- 
ter of  the  long  side  of  an  oblong  table.  He  wears  a  pale 
gray -pink  and  gold  robe,  raises  his  right  hand  in  blessing, 
and  holds  a  piece  of  bread  in  his  left.  Light  rays  in  gilt 
thread  stream  from  his  head.  In  front  of  him  on  the  table 
are  a  pale  blue  plate  and  the  red,  gray,  and  gold  chalice, 
which  is  decorated  with  cherubs'  heads.  Its  cover  leans 
against  it.  Saint  John,  with  fair  hair,  in  red,  gold,  and  blue, 
sits  on  Christ's  left  and  rests  his  head  on  Christ's  shoulder. 
An  apostle  in  blue  and  yellow  stands  behind  him,  placing 
his  right  hand  on  John's  shoulder  and  extending  his  left 
arm.  A  seated  apostle  in  brown  and  blue  holds  his  hands 
together,  and  the  head  of  another  is  visible  next  to  the  one 
with  a  red  cap  and  blue  and  gold  robe  at  the  head  of  the 
table  on  the  right.  In  the  right  foreground  is  Judas,  half- 
turned  and  seen  in  profile.  He  raises  his  right  hand  and 
holds  his  blue  money  bag  in  his  left.  He  wears  a  red  and 
gold  robe  over  blue-green  and  gold  sleeves,  a  pale  brown 
and  gold  cloak,  and  blue  sandals,  and  places  his  foot  on 
the  wooden  crossbar  of  the  table.  A  pale  gray  dog  with  a 
red  collar  studded  with  gold  bells  gnaws  a  bone  beside 
him. 

An  apostle,  with  pale  brown  hair  and  beard,  sitting  on 
an  X-stool  with  a  pink  cushion,  turns  sharply  to  the  left. 
He  wears  a  red  and  gold  robe  and  blue  and  gold  cloak.  The 


pink,  gray,  and  gold  stool  has  a  mask  at  the  crossing;  its 
legs  end  in  dolphin  heads.  The  apostle  at  the  head  of  the 
table  on  the  left  is  in  blue,  blue-green,  and  gold  and  places 
his  left  hand  on  his  chest;  another,  in  dull  pink,  standing 
behind  him,  makes  a  similar  gesture.  Another,  seated, 
holds  his  hands  in  prayer,  and  a  bald  one  leans  forward, 
placing  his  left  hand  on  the  shoulder  of  the  man  next  to 
him.  This  figure,  on  Christ's  right,  wears  a  blue-gold  robe 
and  a  red  cloak,  and  clasps  his  hands.  The  table  is  covered 
with  a  pale  gray  damask  cloth;  an  elaborate  fringe  with 
red  and  gold  tassels  is  visible  in  front.  On  the  table  are  blue 
plates,  a  knife,  and  a  yellow  wineglass. 

Behind  Christ  is  stretched  a  cloth  of  state,  dark  blue  at 
the  top  and  pale  green  below  with  a  dimly  seen  gold  pat- 
tern including  affronted  birds.  This  hangs  from  an  elabo- 
rate pale  yellow  canopy  with  gray  and  blue  swags  and  red 
and  gold  tassels;  in  a  wreath  in  the  center  is  a  bust  of 
Moses  holding  the  tables  of  the  law.  A  millefleur  tapestry 
with  a  dark  blue  ground  is  nailed  to  a  low  wall  behind  the 
group;  the  flowers  and  leaves  are  in  shades  of  blue,  pale 
yellow,  and  red.  The  wall  supports  six  richly  carved  red 
and  gray  columns,  decorated  with  cherubs'  heads.  Four 
round  blue  arches  are  visible  with  a  landscape  behind 
them.  The  sky  is  gray,  the  foliage  blue-green,  and  the  fore- 
ground yellow.  Fields,  trees,  buildings,  rocks,  a  gate,  and  a 
windmill  on  a  hill  are  seen  in  the  distance.  Patterned  tiles 
on  the  floor  show  two-headed  eagles  and  heraldic  lions  in 
pale  and  dark  blue  on  gold.  On  the  left  is  a  gray  amphora 
with  a  measuring  stick  hanging  from  its  handle,  and  in  the 
center  is  a  small  low  table  in  red  and  gray  supported  by 
adorsed  griffins  with  a  child's  head  between  their  wings. 
On  the  table  are  a  tall  thin  red,  blue,  and  gold  covered 
ewer,  two  fluted  blue  cups  standing  one  on  the  other,  and 
a  small  blue  covered  jug. 

The  borders  have  a  gray  and  pale  brown  owl  and  two 
small  gray  birds  on  each  side,  with  a  blue,  red,  and  yellow 
parrot  at  the  bottom.  The  flowers  and  fruit  include  a  dull 
yellow  gourd  with  a  dark  brown  and  orange-red  butterfly 
on  it  in  the  center  of  the  upper  and  lower  borders;  red 
roses  and  poppies;  pale  blue  and  gray  convolvulus;  blue 
grapes  and  red  cherries. 


CONDITION 

The  dark  area  behind  the  tassels  of  the  tablecloth  is 
worn,  exposing  the  warps. 

121 


15a 


SUBJECT 

The  incident  of  the  Last  Supper  depicted  is  that  of  the 
institution  of  the  sacramental  rite,  not  the  accusation  of 
Judas.  Moses  represents  the  Old  Law,  and  the  dog,  who 
frequently  accompanies  Judas  in  this  scene,12  is  a  symbol 
of  envy  or  avarice.13  The  double-headed  eagle  on  the  floor 
tiles  stands  for  the  Holy  Roman  Empire  and  the  lion  has 
been  thought  to  represent  Brabant.  The  birds  in  the 
borders  are  probably  not  symbolic. 


SOURCE  OF  THE  DESIGN 

Diirer's  1523  print  of  the  Last  Supper  has  three  disciples 
on  Christ's  left  very  like  the  three  on  his  right  in  the 
tapestry,  one  with  clasped  hands,  one  leaning  forward,  his 
hand  on  his  neighbor's  shoulder,  and  one  turning  his  head 
away  from  Christ.14  As  in  6,  the  openings  in  the  back- 
ground derive  from  Leonardo,  and  the  dog  eating  a  bone 
is  from  the  print  of  about  1500  attributed  to  Fra  Antonio 
da  Monza  after  Leonardo's  Last  Supper.15  Another  influ- 
ential engraving  is  the  Last  Supper  by  Marcantonio 
Raimondi;  it  shows  on  the  left  the  man  with  his  hands  in 
an  attitude  of  prayer  seen  on  the  right  in  the  tapestry; 
some  other  gestures  are  also  similar.16 

The  paintings  most  closely  related  to  the  tapestry  are  by 
Pieter  Coecke  and  Michiel  Coxcie.  Pieter  Coecke's  paint- 
ings of  the  subject,  of  which  some  forty  variants  are  known, 
dating  from  1527  to  1550,  have  several  points  of  resem- 
blance, especially  the  dog,  but  they  represent  Christ's 
denunciation  of  Judas  and  are  full  of  movement.17  A  work 
by  Coecke's  pupil,  Willem  Key,  of  about  1555,  in  the 
Dordrecht  Stadhuis,18  shows  the  two  foreground  figures 
in  very  similar  poses,  the  same  amphora  on  the  left  and  the 
disciple  on  the  far  left,  with  his  right  arm  on  the  table  and 
his  left  hand  on  his  chest.  An  embroidered  orphrey  in  the 
Brussels  Cathedral  of  Saint  Michael,  known  to  have  been 
made  by  the  embroiderer  Barthelemy  van  den  Kerckhove 
and  given  to  the  church  in  1562,19  shows  Judas,  the 
blessing  Christ,  and  the  jug  on  the  floor  in  the  center 
much  like  their  counterparts  in  15  a.  But  the  works  that 
seem  most  closely  related  are  the  paintings  of  the  Last 
Supper  by  or  attributed  to  Michiel  Coxcie,  especially 
those  in  the  Institut  Saint  Nicolas,  Anderlecht,20  and  in  the 
Cathedral21  and  the  Musee  de  l'Art  Ancien,  Brussels;  the 
last  is  signed  and  dated  15  67. 22  Judas  is  here  seen  leaving 
the  table,  but  the  attributes  and  gestures  of  some  of  the 


other  figures,  the  chalice,  with  its  cover  lying  beside  it,  and 
the  ewer  on  the  floor  are  very  like  those  of  the  tapestry. 
Tapestry  and  paintings  all  present  large,  calm,  and  digni- 
fied figures  in  simple  draperies;  the  maker  of  the  cartoon 
has  added  a  wealth  of  detail  to  the  surroundings,  but 
Coxcie's  basic  characteristics  are  still  apparent.  The  tapes- 
try is  probably  at  least  a  decade  earlier  than  the  paintings; 
if  Coxcie  made  the  full-scale  cartoons  himself,  the  richness 
of  detail  may  have  been  his  own  invention.23 

RELATED  TAPESTRIES 

An  almost  exact  duplicate,  except  for  the  border,  is  in 
the  Bayerisches  Nationalmuseum,  Munich.  It  has  no 
marks  and  is  slightly  narrower  than  15a.  The  border  has  a 
somewhat  similar  design,  but  with  pairs  of  very  small 
birds  only. 


15b  The  Ascension 

DESCRIPTION 

The  dark-haired  Christ,  wearing  a  red  and  gold  robe 
that  leaves  his  arms  and  torso  bare,  stands  on  a  hillock  in 
the  upper  center;  he  holds  the  Vexillum  of  the  Resurrec- 
tion, a  dull  pink  cross  on  a  gray  ground,  in  his  left  hand 
and  raises  his  right  in  blessing.  He  is  encircled  by  pale  gray 
clouds,  which  cover  his  legs  except  for  his  left  foot;  four 
angel  heads  are  visible  in  the  clouds.  Three  apostles  kneel 
in  the  foreground.  The  one  on  the  left,  in  a  yellow  and  gold 
robe,  a  blue  and  gold  cloak,  and  brown  sandals  with  red 
ties,  places  his  left  hand  on  a  rock.  The  one  in  the  center, 
with  upraised  arms,  is  probably  Saint  Peter;  he  has  pale 
brown  hair  and  beard,  and  wears  a  green  and  gold  robe 
and  a  red  and  gold  cloak.  His  feet  are  bare.  The  one  on  the 
right,  probably  Saint  John,  has  yellow  hair  and  bare  feet, 
and  is  dressed  in  a  red  and  gold  robe  and  a  blue  and  gold 
cloak.  To  the  left  of  the  central  figure,  closer  to  Christ,  the 
kneeling  Virgin  is  visible;  she  is  in  blue  and  gold  and  raises 
her  hands  in  prayer.  To  the  left  and  right  of  the  main 
figures  are  crowds  standing  or  kneeling,  many  raising  their 
arms.  They  are  dressed  in  shades  of  red,  blue,  green,  and 
gold.  Between  Saint  Peter's  head  and  the  cloud  is  a  large 
red  and  pale  yellow  leafy  bramble  branch.  Jerusalem  is 


123 


seen  in  the  landscape  background  on  the  right,  with 
houses,  walls,  and  towers  in  shades  of  gray  and  blue.  Be- 
yond it  are  fields,  trees,  and  distant  pale  blue  mountains. 
The  landscape  on  the  left  has  a  large  green,  yellow,  and 
gold  tree  behind  the  crowd  of  spectators,  with  trees  and 
buildings  in  the  distance.  The  sky  is  pale  blue  and  gray. 
The  foreground  is  brown  and  tan  with  a  number  of  peb- 
bles and  plants.  Under  Saint  John's  left  hand  is  a  black- 
berry plant  with  blue  and  red  fruit  and  pale  blue  flowers 
and  dull  red,  pale  yellow,  and  blue-green  leaves. 

The  lower  border  has  two  pale  blue  and  brown  birds, 
one  above  the  other,  over  some  green  and  yellow  pea 
pods.  The  side  borders  have  each  a  pale  gray  and  brown 
bird  above  the  iris  plant.  The  fruit  and  flowers  are  the 
same  as  those  of  15a  with  variations  in  detail  and  no 
ribbons. 

CONDITION 

Spots  of  bare  warps  are  visible  on  the  sole  of  the  apostle 
on  the  right  and  in  small  areas  elsewhere. 


SOURCE  OF  THE  DESIGN 

The  designer  must  have  known  the  Ascension  tapestry 
of  the  Vatican  Scuola  nuova  set,  which  shows  the  com- 
plete figure  of  Christ  rising  into  heaven  and  the  eleven 
apostles,  large  in  scale  and  clothed  in  plain,  flowing  drap- 
eries, kneeling  below.24  The  composition  and  gestures  are 
not  the  same,  but  some  of  the  facial  types,  especially  the 
young  Saint  John  and  the  disciple  on  the  left,  are  very 
similar.  Another  source  was  probably  the  Diirer  woodcut 
from  the  Small  Passion,  with  three  large  figures  below,  a 
hillock  in  the  center,  and  background  crowds  on  either 
side.25  But  neither  of  these  works  of  art  was  the  actual 
model  and  no  contemporary  Flemish  rendering  of  the  sub- 
ject that  could  have  served  as  such  has  been  identified. 

RELATED  TAPESTRIES 

An  almost  exact  duplicate,  in  the  Residenz  Museum, 
Munich,  also  with  gold  and  silver  thread,  but  without 
borders,  is  slightly  larger  at  the  top,  so  that  the  entire 
crosspiece  of  Christ's  banner  is  visible,  and  slightly  cut 
down  on  the  other  three  sides.  Another,  containing  gold 
thread  and  with  borders  very  close  to  those  of  1 5  b,  is  in  the 


Church  of  the  Ascension,  Pittsburgh.  This  is  also  higher  at 
the  top,  so  that  sky  is  seen  above  the  banner.26 

The  Ascension  of  about  1530  that  also  belonged  to  the 
ruling  house  of  Saxony  and  that  is  still  in  Dresden  shows  a 
full-length  Christ  rising  above  a  hillock.  Three  large-scale 
apostles  and  the  Virgin  are  in  the  foreground;  one  apostle 
is  very  close  to  Saint  Peter  in  15  b. 

A  Transfiguration,  dated  1537/38,  in  the  Bayerisches 
Nationalmuseum,  Munich,  has  three  similar  figures  in  the 
foreground;  an  apostle  on  the  left  is  almost  a  mirror  image 
of  the  central  apostle.  The  weaver's  mark  is  the  same  as 
that  on  15a  and  b. 
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dischen  Romanismus,"  Jahrbuch  der  Kunsthistorischen  Sammlun- 
gen  in  Wien,  n.s.  2  [1928]  p.  264,  pi.  xvin,  figs.  3 14, 3 1 5). 

24.  Eugene  Miintz,  Les  Tapisseries  de  Raphael  au  Vatican  et  dans  les 
principaux  musees  et  collections  de  VEurope  (Paris,  1897)  p.  43, 
illus. 

2  5 .  Kurth,  Complete  Woodcuts,  pi.  2  5  6. 

26.  Van  Trump,  "Church  of  the  Ascension,"  pp.  14, 15,  illus.  pi.  facing 
p.  9. 
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16  Story  of  the  Romans  and  the  Sabines 

From  a  set  of  four 

a  The  Romans  with  Their  Sabine  Wives 

b  The  Sabine  Women  Stopping  the  Battle  between  the  Romans  and  the  Sabines 


Flemish  (Brussels  or  Antwerp);  designed  by  Nicolas  van  Orley 
(fl.  1 5 50-1 5 86/91)  about  1560,  and  probably  woven  by 
Joost  van  Herzeele  (fl.  15 70-1 5  8 5)  for  a  member  of  the 
Peretti  family  of  Montalto,  Italy,  1570-85. 

Weaver's  mark  on  16a;  designer's  monogram  on  16b. 

Wool  and  silk. 

16a  6  ft.  9  in.  x  20  ft.  2  in.  (2.06  m  x  6.15  m); 
16b  6  ft.  11  in.  x  19  ft.  6  in.  (2.1 1  mx  5.94  m). 
19-21  warps  per  inch,  7—9  per  centimeter. 
Rogers  Fund,  1942  (42.56.1,  2). 


DESCRIPTION 

The  coats  of  arms  in  the  upper  corners  of  the  tapestries 
and  the  one  in  the  center  of  the  upper  border  of  1 6a  are  the 
same,  showing  a  gray  lion  with  red  tongue  and  claws 
holding  a  white  branch  with  three  fruits.  The  narrow 
bands  framing  the  borders  have  blue  panels,  decorated  in 
white  or  cream,  separated  by  masks  of  men,  women,  or 
lions.  The  colors  of  both  pieces  are  similar  and  all  the 
borders  have  white  grounds.  A  modern  twill  fabric  has 
replaced  a  dark  blue  guard,  except  for  the  weaver's  mark 
on  1 6a  (see  detail). 


CONDITION 

See  under  individual  entries. 


SUBJECT 

The  two  pieces  of  16  and  one  in  the  Cleveland  Museum 
of  Art  probably  show  the  Romans  admiring  the  Sabine 
women  at  a  distance,  the  Romans  with  their  Sabine  wives, 
and  the  Sabine  women  stopping  the  battle  between  their 
fathers  and  their  husbands.  A  tapestry  showing  the  Rape 
of  the  Sabine  Women  was  once  associated  with  these  three 
pieces;  it  was  lent  by  Marcel  Chavannes  to  the  Exposition 
Retrospective  of  the  Exposition  Universelle,  Paris,  in  1900 
(cat.  no.  3208). 


SOURCE  OF  THE  DESIGNS 

The  monogram  on  the  shield  in  16b  can  be  read  as 
N.v.O,  indicating  Nicolas  van  Orley  as  the  designer.  He 
was  the  son  of  Gomar  van  Orley,  who  is  known  to  have 


Detail  of  16a 


designed  tapestries,  and  the  nephew  of  Bernaert  van 
Orley.  He  worked  in  Brussels  until  he  left  Flanders  for 
religious  reasons  in  1566  and  went  to  Stuttgart,  where 
he  designed  tapestries  for  the  weaver  Jacob  de  Carmes.1 
A  Death  of  Saul  with  the  Wiirttemberg  arms  is  in  the 
Wiirttembergisches  Landesmuseum,  Stuttgart;  it  is  one  of 
139  scenes  from  the  Old  Testament  designed  by  Nicolas 
and  woven  by  de  Carmes.2  A  near  replica  of  the  design, 
representing  the  battle  of  the  Israelites  and  the  Amalekites, 
is  in  the  Kunsthistorisches  Museum,  Vienna.3  Other  tap- 
estries related  to  these  and  so  probably  after  Nicolas  van 
Orley  include  a  Death  of  Goliath  in  Vienna,  Scipio  Res- 
cuing His  Father  in  the  Museum  of  Fine  Arts,  Boston,  a 
Battle  of  Philippi  in  the  Almudaina  Palace,  Palma  de 
Majorca,  a  Trojan  Horse  in  the  Abegg-Stiftung  Bern,  and 
a  Battle  of  Alexander  and  Porus  in  Vienna. 

WEAVER  AND  DATE 

The  mark  on  16a  is  presumably  IVH,  upside  down.  It  is 
probably  that  of  Joost  van  Herzeele,  who  worked  both  in 
Brussels  and  in  Antwerp.  Tapestries  with  similar  or  closely 
related  marks  include  five  landscapes  in  the  Victoria  and 
Albert  Museum,  with  the  Brussels  mark,  the  arms  of  the 
Contarini  family  of  Venice,  and  borders  much  like  those 
of  16,5  two  grotesques  in  the  Chateau  of  Azay-le-Rideau 
and  one  in  the  Rijksmuseum,  Amsterdam,  with  the  Ant- 
werp mark,6  and  a  Moses  and  the  Burning  Bush  in  the 
Polish  State  Collection.7  The  mark  is  also  found  on  a 
Garden  Scene  in  the  Fine  Arts  Museums  of  San  Francisco; 
though  modern,  it  was  presumably  copied  from  the  orig- 
inal mark.8  Other  tapestries  with  VH  can  be  attributed  to 
Leo  van  den  Hecke  (fl.  c.  1576)  and  later  pieces  with  IVH 
to  Jan  van  den  Hecke  (died  1633/34). 9 

The  set  to  which  16  belongs  might  have  been  woven  in 
Brussels  or  Antwerp.  The  date  of  the  design  must  be  be- 
fore 1566,  when  Nicolas  van  Orley  left  Flanders.  The  date 
of  weaving  must  be  before  1586/87,  when  Joost  van 
Herzeele  seems  to  have  gone  to  Hamburg,10  and  it  can  be 
supposed  to  be  after  1570,  as  the  arms  are  clearly  related 
to  those  adopted  by  Sixtus  V  (15 21-1590)  in  that  year, 
when  he  became  a  cardinal.  His  family  was  originally 
called  Ricci  and  came  from  Montalto;  their  arms  were  a 
gold  lion  on  a  blue  ground  with  a  red  band  across  the  lion. 
Sixtus,  when  cardinal  of  Montalto,  added  a  star  and  three 
mountains  to  the  band,  taken  from  the  arms  of  his  city, 


and  three  pears  on  a  branch  held  by  the  lion  in  honor  of 
the  name  Peretti  adopted  by  his  father.11  The  arms  on  16, 
though  very  inaccurate,  are  probably  a  simplified  version 
of  those  used  by  the  Pope.  The  scarcely  legible  coat  in  the 
center  of  the  upper  border  of  16b  may  be  intended  to 
represent  the  star  and  mountains  that  should  appear  on 
the  band  across  the  lion.  As  there  are  no  ecclesiastical 
symbols,  such  as  a  cardinal's  hat  or  the  papal  tiara,  it 
seems  impossible  that  they  were  made  for  Sixtus  himself. 

RELATED  TAPESTRIES 

The  other  two  pieces  of  the  set  are  the  Romans  Admir- 
ing the  Sabine  Women  in  the  Cleveland  Museum  of  Art,12 
and  the  Rape  of  the  Sabine  Women,  formerly  in  the  Cha- 
vannes  collection.  The  dimensions  and  coats  of  arms  of 
the  former  are  the  same  as  those  of  16  and  the  borders  are 
very  similar;  there  are  no  marks.  The  Rape  has  the  IVH 
mark.13 

Very  similar  borders  appear  on  a  Rape  of  the  Sabine 
Women  formerly  in  the  Rudolph  von  Fluegge  collection, 
New  York.14  The  same  central  scene  with  different  bor- 
ders was  sold  at  Parke-Bernet,  New  York,  January  4, 
195 1  (no.  187,  illus.,  called  The  Capture  of  the  Virgins 
who  Danced  at  Shiloh).  Three  hunting  scenes  with  very 
similar  borders  were  in  the  Mrs.  Benjamin  Stern  sale, 
American  Art  Association-Anderson  Galleries,  New  York, 
April  4—7,  1934  (nos.  945-47,  illus.),  one  of  which  was 
sold  again  at  Parke-Bernet,  January  13, 14, 1950  (no.  406, 
illus.),  and  one  in  the  John  Ramsden  sale,  Christie's,  Lon- 
don, May  23,  1932  (no.  116,  illus.).  The  borders  are  also 
found  on  two  scenes  from  the  story  of  Moses  in  the  Prince 
Centurione  sale,  Rome,  April  27—29,  1903  (nos.  122, 
123,  illus.);  these  have  the  Brussels  mark  and  weavers' 
marks  that  were  read  as  MT  and  MV.  Another  piece  of  the 
same  set,  showing  Moses  at  the  battle  with  Amelek,  was 
owned  by  the  Paris  dealer  Vidal  in  1967.  The  distinctive 
pattern  of  the  narrow  inner  and  outer  bands  of  1 6  is  found 
on  a  hunting  tapestry  in  Kronborg  Castle,  Denmark.15 

HISTORY 

Chavannes  collection,  France,  from  before  1874.  Owned  by 

Pierre  Chavannes,  1900. 
William  C.  Whitney  collection,  New  York. 
James  Henry  Smith  sale,  American  Art  Association,  January 

18—22, 1910,  nos.  390,  391  illus. 
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Bought  at  this  sale  for  the  MMA  by  means  of  the  Rogers  Fund. 
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16a  The  Romans  with  Their 
Sabine  Wives 

DESCRIPTION 

Four  figures  in  the  center  are  gathered  around  an  open 
chest.  In  the  foreground  on  the  left  is  a  seated  woman  with 
a  light  blue  dress  and  red  drapery  over  her  knees.  She  has  a 
gold  bracelet  and  pale  blue  sandals  and  lifts  a  decorated 
belt  out  of  the  chest.  Behind  her  stands  a  bearded  man  in  a 


plumed,  light  blue  helmet  and  classical  armor,  with  a  yel- 
low sleeve  and  red  cloak;  he  holds  a  pale  blue  shield. 
Turning  her  head  toward  him  is  a  standing  woman  with  a 
pink  headcloth,  white  skirt,  red  overgarment,  long  open 
blue  sleeves,  and  bright  red  sandals.  She  has  a  gold  brace- 
let and  holds  up  a  mirror  in  her  left  hand.  On  the  right  is  a 
standing  bearded  man  in  a  red  cap,  short  blue  robe,  red 
cloak,  calf-length  yellow  trousers,  and  elaborate  blue  and 
yellow  boots.  He  holds  an  ornamented  belt.  The  blue, 
cream,  and  pale  brown  chest  contains  metal  cups  and 
ewers;  on  its  thrown-back  lid  are  a  yellow  jug  and  a 
striped  red  and  white  band.  A  sword  and  a  dagger  lean 
against  the  end  of  the  chest,  which  is  ornamented  with  a 
lion-mask;  a  rich  yellow  urn  and  a  silver  cup  stand  on  the 
ground  in  front  of  it.  On  the  far  left  of  the  tapestry,  a  girl 
approaches.  She  wears  a  yellow  headdress,  a  red  scarf,  a 
blue  upper  garment,  a  red-and-white  striped  skirt,  and  yel- 
low sandals.  To  the  right  are  a  young  couple.  The  woman 
wears  a  long  blue  and  yellow  kerchief  over  her  yellow  elab- 
orately dressed  hair.  She  has  blue  sleeves,  a  pink  upper 
garment  with  a  yellow  shawl  over  it,  a  blue  skirt  decorated 
in  yellow,  and  yellow  sandals.  She  places  her  left  hand  on 
the  arm  of  a  young  man,  who  wears  a  short  blue  robe  over  a 
yellow  undergarment,  and  a  red  cloak.  He  has  blue  and  red 
yellow-topped  boots  that  leave  his  toes  bare.  In  the  fore- 
ground, between  the  couple  and  the  central  group,  are 
two  dogs,  one  pale  and  one  dark  gray.  To  the  right  of  the 
central  group  stands  a  woman  wearing  a  red  cap,  blue 
underskirt  with  yellow-ornamented  border,  red  and  yel- 
low sleeves,  a  white  tunic,  and  red  sandals;  she  holds  with 
both  hands  a  long  chain  of  yellow  beads  with  red  tassels  at 
each  end.  Beside  her  sits  a  woman  in  a  red  and  yellow 
headdress,  a  pale  blue  dress  trimmed  with  red,  a  pale 
yellow  and  lavender  wrap  over  her  knees,  a  gold  bracelet, 
and  red  and  blue  leg  coverings  and  sandals.  A  nude  child 
leans  against  her  and  another,  in  a  red  and  yellow  dress, 
approaches  from  the  right,  holding  an  apple.  All  the  fig- 
ures have  fair  hair. 

The  background  shows  large  trees  and  an  extensive 
landscape  in  blue,  green,  yellow,  brown,  gray,  and  white, 
with  many  distant  trees  and  buildings.  The  sky  is  gray.  In 
the  distance  on  the  far  left  is  a  man  driving  a  loaded  don- 
key; behind  him  is  a  watermill  with  a  bridge  over  a  stream. 
Above  the  two  dogs  in  the  foreground  is  a  large  building 
with  a  formal  garden  in  front  of  it  and  an  arched  gate  and 
long  wall  with  a  guardhouse  on  the  right;  a  man  descends 
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the  steps  leading  from  the  garden  down  to  a  lake.  In  the 
lake  is  a  circular  structure  with  arches  below  and  trimmed 
foliage  above,  its  roof  supported  by  herms.  Three  women 
in  red  and  yellow  are  sitting  on  the  near  bank  of  the  lake 
with  a  dulcimer  and  a  small  harp;  a  man  standing  beside 
them  holds  a  bow  in  one  hand  and  a  musical  instrument  in 
the  other.  Another  large  building  is  seen  behind  the  woman 
with  the  children,  and  there  are  three  cows  in  the  nearby 
fields.  A  village  appears  in  the  distance  and,  on  the  far 
right,  a  castle  on  a  steep  cliff.  Two  gray  monkeys  are 
climbing  in  the  large  tree  on  the  right  side  of  the  tapestry. 
The  green  foreground  is  covered  with  a  variety  of  plants  in 
pale  greens  and  yellows. 

The  wide  border  is  divided  into  unequal  sections  by 
uprights  with  masks  of  men  and  lions  at  top  and  bottom. 
The  sections  of  the  horizontal  borders  are  filled  with 
seated  women  in  red,  green,  blue,  and  yellow,  or  vases,  or 
bunches  of  foliage,  flowers,  and  fruit  in  the  same  colors. 
The  upper  border  has  coats  of  arms  in  the  center  and  at 


each  corner;  a  blue  drapery  behind  the  central  shield  is 
held  by  two  winged  children.  The  gray  lion  on  the  central 
shield  holds  three  white  objects,  probably  intended  to  rep- 
resent fruits;  the  field  of  the  shield  is  red,  orange-yellow, 
and  pale  blue.  The  shield  on  the  left  is  the  same,  but  that 
on  the  right  has  a  ground  of  two  shades  of  yellow  and  pale 
blue.  There  is  only  one  woman  on  the  left  side  of  the  upper 
border;  she  holds  a  looking  glass  in  her  right  hand  and 
what  is  probably  a  snake  over  her  left  shoulder.  The  two 
women  on  the  right,  who  are  identical,  except  in  color, 
each  have  an  armillary  sphere. 

In  the  center  of  the  lower  border  are  two  birds,  one 
mostly  blue,  the  other  red,  at  a  round  water  basin  in  which 
is  a  large  fish;  on  the  edge  of  a  lower  rectangular  part  of 
the  fountain  is  a  snail.  The  first  woman  on  the  left  side  of 
the  border  holds  a  mirror;  a  stag  lies  beside  her.  The  sec- 
ond is  identical,  except  that  the  stag  is  missing.  The  next 
on  the  right  has  a  mirror  and  an  eagle,  and  the  last,  a  lamb 
and  a  dove.  The  upright  borders  have  each  two  figures.  On 


16a 


the  left,  above,  is  a  woman  in  blue  and  yellow  between 
two  herms;  she  holds  a  basket  of  fruit  and  lifts  a  piece  to 
her  mouth.  At  her  feet,  a  monkey  does  the  same  thing.  At 
the  lower  corner,  under  a  blue  canopy,  is  a  seated  woman 
in  yellow  with  a  red  cloak;  she  holds  a  bunch  of  flowers 
and  has  a  dog  beside  her.  The  spaces  between  the  figures 
are  filled  with  flowers  and  fruit  and  vestiges  of  strapwork 
ornament.  In  the  right  border,  the  upper  figure  stands 
under  an  arbor,  holding  a  cornucopia.  The  one  below  is 
seated  and  wears  a  large  red  hat  and  red  skirt;  she  holds  a 
spray  of  leaves  and  has  a  blue  vase  beside  her.  In  the  lower 
right  of  the  modern  guard  is  an  inserted  weaver's  mark, 
IVH  (see  detail). 


background  and  between  the  dogs  in  the  foreground. 
There  are  a  number  of  rewoven  areas:  under  the  dogs, 
including  their  feet,  extending  from  below  the  man  on  the 
left  to  the  right  side  of  the  chest;  on  the  child  at  the  far 
right,  including  the  back  of  his  head  and  his  left  arm;  in  the 
sky  above  him,  cutting  off  the  top  of  the  castle  and  extend- 
ing to  the  border  on  the  right,  including  the  head  of  the 
climbing  monkey;  and  several  narrow  horizontal  orna- 
mental sections  of  the  lower  border.  Small  areas  of  silk 
have  perished,  especially  in  the  costumes,  and  there  are 
many  instances  of  repair  throughout. 


CONDITION 

The  tapestry  was  woven  in  two  pieces,  the  dividing  line 
running  immediately  to  the  left  of  the  large  building  in  the 


SUBJECT 

The  men  and  women  are  apparently  the  same  people 
shown  in  the  first  tapestry  of  the  series  in  Cleveland,  but 
they  are  now  clearly  on  friendly  terms.  This  tapestry  may 


be  the  happy  ending  of  the  whole  subject,  but  it  could  as 
well  represent  the  state  of  affairs  between  the  abduction  of 
the  Sabine  women  and  the  attempt  of  their  fathers  and 
brothers  to  rescue  them. 


SOURCE  OF  THE  DESIGN 


The  palace  and  garden  are  derived  from  a  print  by 
Vredeman  de  Vries,  first  used  in  a  work  published  in  1 560 
and  again  in  his  Variae  Architecturae  Formae,  published 
by  T.  Galle,  Antwerp,  1601  (fig.  13). 17 


fig.  13.  Palace,  by  Jan  Vredeman  de  Vries.  Engraving,  included  as 
plate  47  of  his  Variae  Architecturae  Formae,  Antwerp,  1601. 
MMA,  The  Elisha  Whittelsey  Collection,  The  Elisha  Whit- 
telsey  Fund,  1949  (49.95.2631  [28]). 


16b  The  Sabine  Women  Stopping 
the  Battle  between  the  Romans 
and  the  Sabines 

DESCRIPTION 

On  the  far  left,  a  man  holds  a  shield  with  a  two-headed 
eagle  (showing  he  is  a  Roman)  on  his  right  arm.  He  holds  a 
short  sword  in  his  left  hand  and  wears  a  red  hat  with  a  blue 


feather,  yellow  armor,  a  red  and  yellow  skirt  with  blue 
stripes,  red  leggings,  and  yellow  boots.  He  strides  across  a 
fallen  man  in  blue  armor,  lying  on  his  shield  and  sword; 
his  blue  and  yellow  helmet,  with  a  white  plume,  is  beside 
him.  Other  warriors  are  visible  behind  these  two,  with  an 
array  of  spears  and  a  pale  yellow  banner  above  them.  The 
blue  sword  of  a  man  in  an  elaborate  blue  and  yellow 
helmet  is  seen  against  the  banner.  Its  wielder  has  blue 
armor  and  a  yellow  cloak,  blue  leg  coverings  with  yellow 
lion  heads  below  the  knee,  and  red  sandals.  He  holds  his 
blue  and  yellow  shield  on  his  left  arm,  as  his  Sabine  wife 
clasps  him  round  the  neck.  She  wears  a  red  headdress,  pale 
yellow  upper  garment,  blue  and  yellow  skirt,  and  red  san- 
dals. The  red  legs  of  a  fallen  man  are  seen  behind  her. 

In  the  foreground  of  the  open  space  between  the  con- 
tending armies  are  two  fallen  men  on  top  of  each  other. 
The  uppermost  is  in  yellow,  with  a  blue  shield  over  his 
right  shoulder,  and  half  of  a  sword  beside  him;  the  one 
underneath  is  in  dark  blue  with  a  yellow  helmet.  His  red 
shield,  decorated  with  a  yellow  star  and  crescents,  partly 
covers  him,  and  there  is  a  blue  battle-ax  on  the  ground.  To 
the  right,  a  prone  man  in  blue  armor  has  his  right  hand  on 
the  hilt  of  his  blue  sword,  as  he  tries  to  rise.  On  him  kneels 
a  woman  in  a  pale  yellow-pink  upper  garment,  pink  skirt, 
and  blue  sandals;  her  cloak  is  lined  in  red  with  blue  stripes. 
Another  woman  in  a  pale  blue  and  pink  upper  garment, 
red  sleeves,  and  dark  blue  skirt  is  seen  gesticulating  behind 
her.  To  the  right,  a  falling  warrior  holds  his  short,  bent, 
dark  blue  sword  in  his  right  hand.  He  wears  a  yellow 
helmet,  red  and  yellow  armor,  red  breeches  and  boots, 
and  blue  sleeves  and  skirt.  He  is  attacked  by  two  men  with 
spears.  The  one  on  the  left  has  a  blue  helmet  and  blue 
sleeves,  yellow  jacket,  red  skirt,  yellow  leggings,  and  san- 
dals. His  left  leg  is  grasped  by  a  supine  man  in  blue  with  a 
blue  and  yellow  helmet,  surmounted  by  three  red  plumes. 
A  woman  approaching  from  the  left  seizes  the  spearman's 
arm.  She  has  a  red  headdress  and  wears  a  pale  pink  and 
blue  costume.  The  second  spearman  is  bareheaded  and 
has  blue-green  armor,  pink  skirt,  red  shorts,  and  red  leg- 
gings with  blue  bands.  Behind  him,  a  warrior  in  a  red  cap 
and  yellow  leggings,  carrying  a  yellow  shield,  raises  a  short 
sword,  but  his  hand  and  arm  are  clasped  by  a  woman  in 
pale  yellow  and  blue-green.  Between  his  legs,  a  supine 
man  in  red  is  visible.  Behind  the  foreground  figures  are 
other  warriors  and  women  with  spears  and  pink  and  yel- 
low banners,  and,  on  the  right,  dense  green,  yellow,  and 
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blue  foliage.  The  trunks  of  the  trees  appear  between  the 
bodies  of  the  contestants  and  a  large  oak  frames  the  scene 
on  the  right.  One  man  attacking  a  fallen  enemy  has  a 
shield  with  a  monogram,  probably  N.v.O.  (see  detail).  To 
the  left  of  the  oak,  the  background  is  filled  with  spears  and 


a  dull  gray-pink  banner  inscribed  in  gray:  sabinen. 

The  background,  where  not  covered  with  spears,  ban- 
ners, or  leaves,  shows  a  gray  sky  and  a  landscape,  with 
distant  hills  and  buildings.  The  two  opposing  armies  are 
visible  in  the  open  space  to  the  left,  with  two  women,  one 
kneeling,  one  standing,  addressing  the  men  on  the  right. 
The  foreground  is  dark  green,  with  many  green  and  yel- 
low plants,  as  well  as  broken  weapons. 

The  shields  in  the  corners  of  the  upper  border  have  gray 
lions  on  pale  yellow,  pink,  and  blue  grounds;  that  in  the 
center  is  in  barely  distinguishable  tones  of  pale  pink,  yel- 
low, and  green,  with  one  black  and  one  dark  red  spot.  The 
wide  borders  have  white  grounds  with  blue  strapwork 
and  a  profusion  of  blue,  green,  red,  and  yellow  leaves, 
flowers,  and  fruit,  among  which  gourds,  cherries,  apples, 
pomegranates,  pears,  plums,  pea  pods,  and  grapes  can  be 
distinguished.  The  coat  of  arms  in  the  upper  center  is 
flanked  by  two  seated  boys  in  pale  blue  and  blue-green 
holding  strings  with  large  tassels.  On  the  left  is  a  seated 
boy  in  blue  with  a  red  cloak,  about  to  seize  the  head  of  a 
gray  dog  with  a  yellow  lazy  tongs  (see  detail).18  A  boy 
seated  farther  left  is  a  repetition  of  the  boy  to  the  left  of  the 
central  shield;  a  blue  and  pink  owl  is  perched  on  the  strap- 
work  at  his  feet.  To  the  right  of  the  central  shield,  a 
crouching  boy  in  yellow  has  caught  a  gray  cat  by  the  tail. 
In  the  center  of  the  lower  border,  a  reclining  woman  in  red 


Details  of  16b 


and  yellow  holds  a  blue  cornucopia.  She  is  in  a  red  arbor 
with  a  balustrade  on  either  side,  flanked  by  smoking  blue 
urns;  at  each  end  is  a  fantastic,  couched  green  animal.  To 
the  left  is  a  pair  of  nude,  seated  children  wrestling  and  a 
group  of  four  in  red,  blue,  and  yellow,  riding  piggyback 
and  trying  to  pull  each  other  off.  On  the  right  are  a  stand- 
ing nude  pair  wrestling  and  four  children  in  red,  blue,  and 
yellow  playing  hot  cockles  (see  detail);  the  blindfolded 
one,  who  is  being  struck  by  the  others,  holds  a  stick  with  a 
weight  at  the  end  of  a  string.  At  each  end  of  the  border  is 
an  oval  medallion  with  a  bird.  The  vertical  borders  have 
each  at  the  top  a  woman  standing  in  an  arbor  holding  a 
cornucopia  at  her  right  side  and  a  blue  pruning  knife  in  her 
left  hand.  They  have  green  wreaths,  pale  blue  dresses,  and 


red  cloaks.  In  the  lower  corners  are  women  seated  on  blue 
chairs.  The  one  on  the  left  wears  a  red  upper  garment  and 
a  gray  skirt  with  an  orange  drapery  over  it.  She  places  each 
hand  on  a  large  vase,  with  plants  in  them.  The  woman  on 
the  right  is  in  red,  with  a  pale  blue  undergarment.  She 
holds  a  long  yellow  cornucopia  with  both  hands. 


CONDITION 

The  entire  narrow  section  immediately  above  the  guard 
at  the  bottom  of  the  tapestry  is  a  replacement.  Silk  areas  in 
many  places  have  perished.  There  are  small  areas  of  re- 
pair, but  no  extensive  reweaving. 
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fig.  14.  Strenuitas,  by  Gerard  de  Jode.  Engraving.  Biblioteca  del 
Escorial. 


SOURCE  OF  THE  DESIGN 


The  man  in  a  helmet  in  the  center  right  and  the  man 
lying  on  the  ground  at  whom  he  directs  his  spear,  as  well  as 
some  more  distant  figures,  are  related  to  a  print  by  Gerard 
de  Jode  (1509— 159 1),  which  shows  one  of  the  qualities  of 
Scipio  Africanus,  Strenuitas  (fig.  14). 19 


RELATED  TAPESTRIES 

A  very  similar  tapestry  was  formerly  owned  by  the  New 
York  dealers,  French  &  Co.  It  has  a  different  border  with 
no  coats  of  arms  and  no  figures.  Though  the  main  figures 
are  the  same,  it  is  less  tall,  with  no  armies  in  the  back- 
ground, and  less  wide,  ending  at  the  tree  on  the  far  right. 
Some  figures  are  missing,  such  as  the  supine  man  in  the 


lower  left  corner  and  the  prone  man  with  his  head  on  his 
arms  in  the  center. 

A  battle  scene  from  the  same  set  as  the  Rape  of  the 
Sabines  formerly  in  the  von  Fluegge  collection  was  also 
formerly  owned  by  French  &  Co.;  it  shows  several  of  the 
same  figures  as  16b  and  represents  an  earlier  stage  of  the 
combat,  before  the  intervention  of  the  Sabine  women. 
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17  The  Story  of  Jacob 


Six  pieces  from  a  set 

a  Esau  Selling  His  Birthright  to  Jacob 
b  Rachel  Giving  Bilhah  to  Jacob 
c  Rachel  and  Bilhah  with  Dan 

d  Laban  Looking  for  the  Images  and  Making  a  Covenant  with  Jacob 
e  Jacob  Sacrificing  after  Making  a  Covenant  with  Laban 
f  Jacob  Burying  Idols  Under  an  Oak  Tree 


Flemish  (Brussels),  1550-75. 

City  and  unidentified  weaver's  marks. 

Wool  and  silk. 

17a  12.  ft.  8V2  in.  x  8  ft.  7V4  in.  (3.87  m  x  2.62  m); 
17b  12  ft.  8  in.  x  8  ft.  7V2  in.  (3.86  m  x  2.63  m); 
17c  12  ft.  6  in.  x  8  ft.  7  in.  (3.81  m  x  2.62  m); 
i7d  12  ft.  7  in.  x  10  ft.  7  in.  (3.84  m  x  3.23  m); 
I7e  12  ft.  6  in.  x  6  ft.  7  in.  (3.81  mx  2.01  m); 
i7f  12  ft.  3V2in.  x  10  ft.  10  in.  (3.78  m  x  3.30  m). 
1 8  warps  per  inch,  6—7  per  centimeter. 
Gift  of  Estate  of  Amy  Warren  Paterson,  1983 
(1983.73. 1-6). 

DESCRIPTION 

The  outlines  are  mostly  dark  brown.  Lips  are  usually 
shown  as  very  red. 

The  basic  design  of  all  the  borders  is  the  same,  though 
the  vertical  borders  of  ijt  consist  of  narrow  bands  only.  A 
very  thin  pale  yellow  or  white  line  surrounds  the  central 
scene.  Outside  it  is  a  narrow  band  with  twisting  blue  and 
green  leaves  and  pale  gray  flowers  on  a  dark  yellow 
ground.  A  similar  band  frames  the  outside  of  the  main 
borders,  which  have  a  very  pale  yellow  or  white  silk 
ground.  The  main  vertical  borders  have  blue,  pink,  red, 
and  yellow  architectural  elements,  acting  as  supports  or 
frames  for  birds  and  animals:  two  birds,  one  above  the 
other,  and  an  animal  on  either  side  at  the  bottom.  The 
upper  horizontal  border  has  one  or  two  pairs  of  birds,  the 
lower,  one  or  two  pairs  of  animals. 

At  the  top  on  each  side  border  is  a  blue  gadrooned  vase 
holding  green,  blue,  and  yellow  fruits  and  leaves;  below  is 
a  yellow  draped  canopy.  The  support  for  the  topmost  bird 
has  a  yellow  or  red  head  in  the  center  and  is  held  up  by  two 
yellow  snakes.  Below  it  is  a  blue  gadrooned  vase  with  blue 
or  yellow  grapes  and  other  fruit  and  leaves  in  red,  green, 


and  yellow.  The  yellow  openwork  arch  on  which  the  sec- 
ond bird  stands  has  a  blue  lamp  hanging  from  it  on  yellow 
strings;  red  flames  and  gray  smoke  rise  above  it.  The  ani- 
mal at  the  base  stands  on  green  grassy  turf,  which  rests  on 
a  pink  and  red  slab;  underneath  is  a  yellow  scrolling  orna- 
ment on  dark  blue.  Two  very  thin  blue  columns  rise  on 
both  sides  above  the  animal,  flanking  a  hanging  red  or 
yellow  vase  filled  with  red,  blue,  yellow,  and  green  fruit, 
flowers,  and  leaves,  with  dangling  tassels  and  fringed  pink 
ribbons. 

The  central  pairs  of  birds  or  animals  of  the  horizontal 
borders  of  17a,  b,  c,  and  e  are  placed  within  a  curved  blue 
and  red  architectural  element  with  yellow  lion-masks  on 
red  at  the  ends.  Above  these  stand  blue  lamps  with  tall 
handles,  emitting  red  flames  and  gray  coils  of  smoke.  Pale 
blue  draperies  with  a  draped  female  mask  in  the  center  are 
looped  above  the  animals.  On  either  side,  red  strapwork 
supports  blue  vases  with  usually  a  head  of  a  man  or  animal 
in  the  center  and  masses  of  blue,  green,  red,  and  yellow 
leaves,  flowers,  and  fruit.  When  there  are  two  pairs  of 
birds  and  animals  (i7d,  f),  a  vase  filled  with  fruit,  leaves, 
and  flowers  stands  in  the  center. 

CONDITION 

All  the  pieces  have  silk  areas  that  have  been  rewoven 
and  many  small  repairs. 

SUBJECT 

The  story  of  Jacob,  later  called  Israel,  son  of  Isaac  and 
Rebekah,  is  told  in  Genesis.  The  scenes  depicted  in  17  do 
not  include  some  of  the  best-known  events  of  Jacob's  life, 
such  as  his  vision  of  a  ladder  reaching  to  heaven  and  his 
wrestling  with  an  angel,  so  it  seems  probable  that  the 
complete  set  contained  more  than  these  six  pieces. 
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SOURCE  OF  THE  DESIGNS 

Another  version  of  17c!  and  e,  together  with  two  pieces 
representing  scenes  not  included  in  17,  has  been  attributed 
to  Michiel  Coxcie. 1 


WEAVER  AND  DATE 

All  the  tapestries  except  i7d  carry  the  Brussels  city 
mark,  and  17b,  e,  and  f  have  a  weaver's  mark,  CT  or  TC, 
that  was  once  tentatively  assigned  to  Corneille  Tseraerts.2 
But  this  weaver's  mark  is  now  known  to  have  been  a  more 
complicated  one.3  Other  tapestries  with  the  same  mark  as 
17  are  five  pieces  from  a  Scipio  set,  two  in  the  Museum  of 
Fine  Arts,  Boston;4  two  in  the  Berlin  Kunstgewerbemu- 
seum,  Schloss  Charlottenburg;5  and  one  in  the  Kunst- 
gewerbemusuem,  Cologne.6  The  borders  of  this  set  repeat 
those  of  17,  except  that  human  figures  replace  the  birds 
and  animals  and  there  are  inscribed  panels  held  by  putti  in 
the  upper  borders.  One  of  the  Boston  tapestries  includes 
the  bowls  with  ears  of  maize  seen  on  17b  and  f. 

The  mark  also  appears  on  pieces  of  the  Jewish  Wars  in 
the  Chiesa  Madre,  Marsala,  believed  to  have  been  woven 
about  1 570,7  which  have  bowls  of  fruit  and  flowers  in  the 
borders  resembling  those  of  17.  As  another  version  of  i7d 
and  e  (joined)  is  signed  by  Jan  van  Tieghem  (active  in 
Brussels  between  c.  1550  and  1568),  it  is  possible  that  the 
mark  should  be  read  as  GT  and  be  considered  an  alterna- 
tive to  van  Tieghem's  usual  marks,  all  of  which  include 
these  letters.8 

A  date  in  the  third  quarter  of  the  sixteenth  century  is 
suggested  by  the  style  of  both  central  scenes  and  borders. 
If  Jan  van  Tieghem  was  the  weaver,  the  set  must  have  been 
made  before  1568,  when  he  was  banished.  But  among  his 
confiscated  property  were  tapestry  cartoons,9  which  pre- 
sumably were  acquired  by  other  weavers.  The  unknown 
CT  who  wove  17  and  other  tapestries  may  have  been 
among  them. 

RELATED  TAPESTRIES 

Another  set  with  some  of  the  same  central  composi- 
tions, but  different  borders,  is  represented  by  a  tapestry 
owned  by  the  Galerie  Ostler,  Munich,  in  1974;10  it  shows 
the  compositions  of  i7d  and  e.  This  was  clearly  the  origi- 
nal design,  as  is  shown  by  the  presence  of  the  men  carrying 
stones  on  the  right  of  1 7d  and  the  same  figures  repeated  on 


the  left  of  17c  The  other  known  pieces  of  the  Munich  set 
depict  the  events  that  immediately  follow  the  scene  of  17a: 
Esau  at  Isaac's  bedside,  with  Jacob  sent  to  find  a  wife 
(Genesis  27,  28),  and  Jacob  at  the  well  of  Haran  (Genesis 

The  finest  Jacob  set  of  the  sixteenth  century  is  one  of  ten 
pieces  in  the  Musees  Royaux  d'Art  et  d'Histoire,  Brussels. 
It  was  designed  by  Bernaert  van  Orley  and  woven  about 
1 53  5  by  Willem  de  Kempeneer  (see  14). 12  The  designs  are 
totally  different  from  those  of  17  and  even  the  events  de- 
picted are  not  usually  the  same.  The  first  tapestry  of  the 
set,  in  which  the  main  subject  is  Isaac  blessing  Jacob,  has 
in  the  background  Esau  selling  his  birthright  and  hunting 
in  the  fields,  as  in  17a,  with  Rebekah  standing  by  her  fire, 
handing  the  "savoury  meat"  to  Jacob.  In  the  sixth  tapes- 
try, Jacob  and  Laban  make  their  covenant,  and  in  the 
background  Laban  takes  leave  of  his  daughters  and  de- 
parts, as  in  i7d.  None  of  the  other  tapestries  of  the  set 
shows  the  same  scene  as  any  of  17. 

Another  Jacob  series  is  represented  by  a  Meeting  of 
Jacob  and  Esau  in  a  German  collection  in  1923,  when  it 
was  described  as  Brussels  work  from  the  second  half  of  the 
sixteenth  century.13  It  is  not  related  to  17. 

HISTORY 

Morton  F.  Plant  collection,  New  London,  Connecticut.  Sold 
from  his  estate,  Parke-Bernet,  New  York,  October  27,  28, 
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York,  1958,  pp.  198, 199,  illus.  (same  as  Antiques,  1957). 

MMA  Annual  Report  1982—1983,$.  30,  listed. 

A.M.Z.  [Alice  M.  Zrebiec].  "Esau  Selling  His  Birthright  to 
Jacob."  MMA  Notable  Acquisitions  1982—1983,  pp.  28,  29, 
illus.  [17a].  Set  described,  called  Brussels,  1550—75,  related 
tapestries  and  marks  discussed. 
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17a  Esau  Selling  His  Birthright 
to  Jacob 

DESCRIPTION 

Esau,  seated  on  the  left,  wears  a  red  and  dull  yellow 
armor-like  close-fitting  costume  with  a  blue  cloak  over  his 
shoulder  and  knees.  He  has  a  dull  yellow  striped  cap  and 
red  and  blue  leg  coverings  with  a  yellow  lion  head  at  the 
shin.  With  his  right  hand  he  clasps  Jacob's,  as  he  points  his 
left  forefinger  to  heaven.  The  youthful  fair-haired  Jacob 
has  a  blue  costume  with  yellow  undersleeves  and  belt,  and 
a  red  and  dull  yellow  cloak  sprinkled  with  pale  yellow 
stars.  His  leg  coverings  are  blue  with  yellow  turned-down 
tops,  ornamentation,  and  bands  at  the  ankles.  He  proffers 
a  blue  and  white  bowl  with  a  spoon  stuck  in  it. 

In  the  middle  distance  on  the  right,  in  front  of  a  pale 
blue  and  yellow  striped  tent,  his  mother  Rebekah  in  pale 
brown  and  yellow  holds  a  dark  brown  cooking  pot  as  she 
moves  toward  the  red  and  yellow  open-air  fire;  in  front  of 
it  is  a  large  yellow-brown  bowl.  In  the  distance,  in  the 
center,  is  Esau,  wearing  the  same  costume  as  in  the  fore- 
ground figure;  he  holds  a  gray-brown  dog  on  a  leash  while 
another  hound  runs  ahead. 


Esau's  yellow  bow  and  blue  and  yellow  quiver  lie  at  his 
feet  in  the  foreground;  the  quiver  has  a  red  strap  with  a 
yellow  clasp  and  the  feathers  of  the  arrows  are  yellow  and 
blue.  There  are  green  and  yellow  plants  on  a  dark  green 
ground  covering  the  lower  part  of  the  tapestry.  The  back- 
ground in  the  center  is  yellow  and  green,  with  trees  in 
shades  of  green,  blue,  pale  yellow,  brown,  and  gray.  The 
distant  landscape  is  in  shades  of  green  and  pale  yellow; 
there  is  a  small  gray  building  with  a  tower  in  the  center. 
The  sky  is  gray. 

The  animals  of  the  borders  are,  on  the  left  vertical  bor- 
der, a  large  gray,  brown,  and  pale  yellow  eagle,  a  small 
gray  hawk  with  yellow  legs  and  a  pink  hood,  and  a  gray, 
brown,  and  pale  dull  yellow  elephant;  on  the  lower  bor- 
der, a  gray  and  brown  stag  and  doe;  on  the  right  vertical 
border,  a  large  gray,  blue,  and  brown  stork,  with  red  beak 
and  legs,  a  small  gray  and  brown  owl,  and  a  gray,  brown, 
and  pale  yellow  quadruped  (perhaps  a  marmot  or  beaver) ; 
on  the  upper  border,  a  spotted  brown,  gray,  and  pale  pink 
bird  attacking  a  dark  blue  and  brown  one.  The  Brussels 
mark  in  silk  on  the  lower  left  guard  has  a  pink  shield 
flanked  by  yellow  B's. 

SUBJECT 

The  main  scene  is  described  in  Genesis  25  :zj— 34:  "And 
the  boys  grew;  and  Esau  was  a  cunning  hunter,  a  man  of 
the  field;  and  Jacob  was  a  plain  man,  dwelling  in  tents. 
And  Isaac  loved  Esau,  because  he  did  eat  of  his  venison: 
but  Rebekah  loved  Jacob.  And  Jacob  sod  pottage:  and 
Esau  came  from  the  field,  and  he  was  faint:  And  Esau  said 
to  Jacob,  Feed  me,  I  pray  thee,  with  that  same  red  pottage; 
for  I  am  faint:  therefore  was  his  name  called  Edom.  And 
Jacob  said,  Sell  me  this  day  thy  birthright.  And  Esau  said, 
Behold,  I  am  at  the  point  to  die:  and  what  profit  shall  this 
birthright  do  to  me?  And  Jacob  said,  Swear  to  me  this  day; 
and  he  swore  unto  him:  and  he  sold  his  birthright  unto 
Jacob.  Then  Jacob  gave  Esau  bread  and  pottage  of  len- 
tiles;  and  he  did  eat  and  drink,  and  rose  up,  and  went  his 
way:  thus  Esau  despised  his  birthright." 

Esau,  the  first  born  of  the  twin  brothers,  points  to 
heaven  to  witness  his  oath.  Rebekah,  in  the  background,  is 
preparing  the  "savoury  meat"  which  Jacob,  pretending  to 
be  Esau,  will  take  to  his  dying  father  to  obtain  his  blessing 
(Genesis  27:1-29). 

Detail  of  17a 


17b  Rachel  Giving  Bilhah 
to  Jacob 


DESCRIPTION 

Jacob,  who  now  has  a  long  beard,  wears  the  same  starry 
cloak  as  in  17a  over  a  long-sleeved  pink  and  blue  garment. 
His  leg  coverings  are  red  and  blue.  Rachel  takes  him  by  the 
hand.  She  wears  a  yellow  dress,  the  bodice  ornamented 
with  a  scalelike  pattern,  and  a  red  necklace  with  a  blue 
jewel.  White  material  shows  through  the  slashes  in  her 
upper  sleeve,  and  her  cloak  is  red  and  yellow  with  blue 
ornamentation,  held  by  a  blue  band  around  her  neck.  Her 
sandals  are  blue  and  yellow.  Bilhah,  behind  her,  holds 
Rachel's  cloak.  She  has  a  pale  pink  cap  and  a  blue  costume 
with  yellow  decoration. 

In  the  middle  distance  on  the  left  are  four  riders  in  blue, 
pink,  red,  and  yellow;  their  horses  are  gray,  blue,  and 
brown,  with  pink,  yellow,  and  blue  harnesses.  Two  men 
running  in  the  distance  behind  them  are  in  blue  and  yel- 
low. A  large  blue  and  gray  castle  rises  above  them  and  an 
extensive  walled  city  in  the  same  colors  is  in  the  center;  a 
blue  and  white  river  flows  alongside  it  with  a  brown  boat 
drawn  up  at  the  shore.  The  trees  and  distant  mountains 
are  in  shades  of  green  and  pale  yellow.  The  plants  in  the 
foreground  are  yellow  and  green  on  a  ground  of  shades  of 
green;  one  bears  tomatoes,  mostly  yellow,  though  one  is 
red.  The  sky  is  blue  above,  gray  below. 

The  animals  of  the  borders  are,  in  the  left  vertical  bor- 
der, a  large  blue  peacock  with  gray  and  brown  wings  and  a 
gray  tail,  the  eyes  in  the  feathers,  blue  and  dull  red;  a  blue 
parrot  with  a  red  wing  holding  a  red  fruit  in  its  claw;  and  a 
brown  and  gray  hare.  The  lower  border  has  two  brown 
and  gray  quadrupeds  (perhaps  stoats  or  badgers).  In  the 
right  vertical  border  are  a  large  brown  and  gray  bird  (per- 
haps a  heron)  with  a  black  patch  on  its  head;  a  small  gray, 
brown,  and  blue  bird;  and  a  gray  and  brown  stag.  In  the 
upper  border  are  two  large  birds,  one  gray  and  brown 
standing  beside  one  lying  down,  which  is  gray,  brown, 
and  blue.  The  upper  and  lower  borders  both  have  one  vase 
filled  with  yellow  ears  of  Indian  corn  (maize)  instead  of 
fruit  and  flowers. 

The  Brussels  mark  is  on  the  lower  guard  at  the  left  and 
the  weaver's  on  the  lower  vertical  right-hand  guard  (see 
details). 


RIB 


CONDITION 

Rewoven  passages  are  noticeable  under  the  feet  of  the 
personages.  Some  slits  have  been  coarsely  sewn  up  and 
there  are  areas  of  bare  warps. 

SUBJECT 

Rachel  is  shown  presenting  her  handmaid  Bilhah  to 
Jacob  so  that  he  could  have  a  son  by  her,  as  described  in 
Genesis  30:1—4,  Rachel  herself  having  no  children. 
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Details  of  17b 


Detail  of  17c 


1 7c  Rachel  and  Bilhah  with  Dan 

DESCRIPTION 

Rachel,  on  the  left,  has  a  winged  head  in  the  center  of 
her  yellow  bodice.  She  wears  a  yellow  dress  with  blue  and 
brown  decoration  at  the  hem,  dark  blue-green  sleeves 
with  yellow  stripes,  a  red  and  yellow  jeweled  tiara,  red  and 
yellow  cloak,  and  blue  and  pale  brown  sandals.  Bilhah  has 
a  blue  ribbon  with  a  red  jewel  on  her  hair  and  a  pale  blue, 
yellow,  and  blue-green  dress,  with  red  and  yellow  belts  at 
waist  and  hips.  Her  yellow  sandals  are  worn  over  blue 
socks.  Dan  stands  between  the  two  women;  he  wears  a  red 
costume  decorated  in  yellow  over  a  blue  undergarment, 
short  red  leggings,  and  red  boots,  and  he  holds  a  pink  and 
green  piece  of  fruit. 

In  the  distance  on  the  left,  a  man  in  red  and  yellow, 
holding  a  stick,  is  wading  a  stream,  and  in  the  center  a 
shepherd  in  pale  blue  sits  among  a  flock  of  gray  sheep, 
playing  a  pipe.  Trees  on  either  side  are  in  shades  of  green, 
blue,  and  pale  yellow  with  brown,  gray,  and  green  trunks. 
The  distant  hills  are  blue  and  pale  yellow  with  some  small 
buildings  at  the  left  and  in  the  center.  The  foreground 
plants  are  green  and  pale  yellow  on  a  ground  in  shades  of 
blue,  green,  and  yellow.  The  sky  is  gray. 

The  animals  in  the  borders  are,  on  the  left  vertical  bor- 
der, a  large  gray  and  brown  owl  with  yellow  eyes  (see 
detail);  a  gray  and  brown  bird;  and  a  gray,  brown,  and 
pale  yellow  quadruped  (perhaps  a  polecat).  In  the  lower 
border  are  the  stag  and  doe  of  17a.  In  the  right  upright 
border,  a  large  gray  and  brown  bird;  a  small  gray  and 
brown  bird  with  blue  on  its  wings  (perhaps  a  hoopoe); 
and  a  gray,  brown,  and  pale  yellow  calf.  In  the  upper 
border  are  the  two  birds  of  17a. 

SUBJECT 

Rachel  is  clearly  identified  by  her  costume  and  is  pre- 
sumably accepting  Bilhah's  elder  son,  Dan,  whom  Rachel 
considered  as  her  own  (Genesis  30:6). 


17d  Laban  Looking  for  the 

Images  and  Making  a  Covenant 
with  Jacob 

DESCRIPTION 

Laban,  on  the  left,  wears  a  yellow  robe,  blue  cloak,  pink 
turban,  and  pink  and  red  shoes;  he  has  a  yellow  short 
sword  in  a  blue  scabbard  at  his  side.  He  is  interrogating 
Rachel,  who  sits  beside  him  on  a  sheaf  of  yellow  wheat. 
Her  bodice  has  the  winged  head  in  the  center  and  she 
wears  a  red  and  yellow  dress,  blue  sleeves  with  yellow 
stripes,  blue  shoes,  and  a  green  and  yellow  hat.  The  child 
on  her  lap  is  presumably  Joseph;  he  holds  a  yellow  pear 
and  has  pale  blue  drapery  thrown  partly  over  him. 

Laban,  in  the  same  costume,  is  seen  again  in  the  middle 
distance  on  the  right,  facing  Jacob,  who  wears  his  starry 
robe  and  has  a  piece  of  striped  cloth  over  his  shoulder. 
Jacob  places  his  hands  on  a  gray  upright  block  of- stone. 
Similar  stones  lie  at  the  feet  of  the  two  men. 

In  the  distance,  in  the  center,  Laban  embraces  Rachel, 
who  wears  a  blue  skirt;  the  two  small  boys  with  her  are  in 
pale  pink,  yellow,  and  red.  Seven  men  and  women  behind 
them  are  in  blue,  red,  pale  pink,  and  dull  yellow;  two  of 
them  carry  spears.  Two  more  spear  carriers  in  blue  and 
dull  yellow  are  following  a  gray  path  into  a  wood,  pre- 
ceded by  two  pale  brown  and  pink  camels,  one  ridden  by  a 
man  in  blue,  and  a  man  with  blue  leggings  on  foot. 

Near  Jacob  and  Laban  in  the  middle  distance  on  the 
right  are  two  men  in  red,  blue,  yellow,  and  pink  taking 
gray  and  brown  stones  to  the  pillar  held  by  Jacob.  There 
are  gray  and  brown  cattle  in  the  distance  above  them,  with 
a  cowherd  leaning  on  a  stick. 

The  trees  have  foliage  in  shades  of  blue,  green,  and 
yellow,  with  gray,  brown,  and  green  trunks.  Two  oaks  on 
the  far  left  have  some  very  dark  blue-green  leaves  and 
some  acorns.  The  foreground  plants  are  yellow  and  green; 
some  have  dull  red  and  yellow  berries.  The  distant  land- 
scape is  in  shades  of  blue,  green,  and  yellow  and  contains 
some  small  buildings. 

The  animals  in  the  borders  are,  in  the  left  vertical  bor- 
der, a  large  gray  and  brown  bird  with  a  fuzzy  head;  a  dull 
yellow  crested  cockatoo  with  some  red  and  blue  feathers; 
and  a  dull  pale  yellow  and  brown  fox  attacking  a  gray, 


blue,  yellow,  and  red  bird.  In  the  lower  border  is  a  gray 
and  brown  spotted  feline  (perhaps  a  leopard)  attacking 
another  beast  of  the  same  colors,  and  a  gray  and  brown 
elephant  fighting  a  green  and  yellow  dragon.  In  the  right 
vertical  border  is  a  large  gray  and  brown  bird  with  blue 
feathers  at  the  end  of  its  wing  and  pale  blue  legs;  a  small 
blue  bird  with  a  dull  yellow  beak  and  gray  legs;  and  a  gray 
and  brown  beaver,  suckling  a  young  one.  In  the  upper 
border  are  two  birds  like  those  on  the  upper  border  of  17b 
and  two  long-tailed  pheasants  in  gray  and  red-brown  with 
blue  heads  and  necks. 

CONDITION 

Areas  under  the  distant  figure  of  Jacob  and  under  Ra- 
chel in  the  foreground  have  been  rewoven. 

SUBJECT 

The  events  shown  are  described  in  Genesis  31,  which 
recounts  how  Jacob  secretly  left  his  father-in-law  Laban, 
but  was  pursued  by  him  and  overtaken  in  the  mount  Gil- 
ead.  Laban  then  hunted  for  the  images  that  Rachel  had 
stolen  from  him.  "Now  Rachel  had  taken  the  images  and 
put  them  in  the  camel's  furniture,  and  sat  upon  them." 
Though  the  Hebrew  word  translated  as  "furniture"  means 
a  saddle  or  cushion,  the  Latin  "strumenta"  of  the  Vulgate 
can  also  mean  straw,  and  Rachel  in  the  tapestry  is  sitting 
on  wheat  straw.14  Laban  failed  to  find  the  images  but  he 
made  a  covenant  with  Jacob.  "And  Jacob  took  a  stone, 
and  set  it  up  for  a  pillar.  And  Jacob  said  unto  his  brethren, 
Gather  stones;  and  they  took  stones,  and  made  an  heap: 
. . .  And  Laban  said  to  Jacob,  Behold  this  heap,  and  behold 
this  pillar,  which  I  have  cast  betwixt  me  and  thee;  This 
heap  be  witness,  and  this  pillar  be  witness,  that  I  will  not 
pass  over  this  heap  to  thee,  and  that  thou  shalt  not  pass 
over  this  heap  and  this  pillar  unto  me,  for  harm. .  .  .  And 
early  in  the  morning  Laban  rose  up,  and  kissed  his  sons 
and  his  daughters,  and  blessed  them:  and  Laban  departed, 
and  returned  unto  his  place." 

RELATED  TAPESTRY 

The  same  scene  appears  on  the  left  side  of  the  tapestry 
owned  by  the  Galerie  Ostler  in  1974.  There  is  another 
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figure  holding  a  long  spear  between  Laban  and  the  two 
men  carrying  stones,  and  the  vegetation  below  the  latter  in 
i  yd  is  the  trunk  of  a  tree  that  separates  this  scene  from  the 
representation  of  Jacob  sacrificing.  Otherwise  the  two  tap- 
estries have  almost  identical  compositions  and  coloring. 


1 7e  Jacob  Sacrificing  after  Making 
a  Covenant  with  Laban 

DESCRIPTION 

Jacob  wears  the  same  costume  as  in  the  earlier  scenes; 
the  cloth  over  his  shoulder,  seen  in  iyd,  is  striped  in  red, 
blue,  and  yellow  and  has  a  tassel  at  one  corner.  He  kneels 
before  an  altar  in  shades  of  pale  yellow,  gray,  and  brown; 
red  and  yellow  flames  and  gray  smoke  rise  from  the  pale 
brown  logs.  The  foremost  kneeling  woman  on  the  other 
side  of  the  altar  has  an  elaborate  blue  and  yellow  head- 
dress, a  yellow  and  pink  dress,  and  a  blue  cloak  decorated 
in  yellow.  She  places  her  hands  on  the  head  and  shoulder 
of  a  kneeling  boy,  who  wears  a  striped  red  and  yellow 
garment  with  a  blue  sash  and  pink  leg  coverings  with  a 
yellow  band  below  the  knee.  The  group  of  kneeling  people 
partly  seen  on  the  right  consists  of  a  woman  in  red  and 
yellow  with  a  pink  headdress,  another  in  blue,  and  one 
with  a  red  hat,  a  man  with  a  gray  beard,  a  yellow  scarf 
round  his  head,  and  pink  sleeves,  holding  up  his  hands, 
and  a  man  in  blue  with  a  red  cloak,  crossing  his  hands  over 
his  chest.  The  head  of  a  bald  man  in  dull  yellow  is  seen 
between  Jacob  and  the  smoke  of  the  sacrifice. 

A  tree  rises  behind  Jacob;  further  to  the  left,  in  the 
middle  distance,  are  the  two  men  who  bring  stones  for  the 
heap  of  stones  in  17&.  The  same  animals  and  cowherd  are 
seen  above  them,  though  one  cow,  on  the  right,  is  bright 
pink.  The  foreground  plants  are  green  and  yellow,  with 
some  pink  flowers  and  red  and  pale  pink  berries.  The 
meadows  behind  the  cows  are  yellow,  and  the  trees  have 
green,  yellow,  and  brown  foliage,  with  gray,  brown,  and 
pale  blue  trunks.  The  distant  landscape  is  in  shades  of 
blue-green  and  pale  yellow;  there  are  several  buildings  in 
the  center  and  a  blue  pond  with  rushes  on  the  left.  The  sky 
is  gray. 
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The  border  animals  are,  in  the  upper  border,  the  two 
birds  and,  in  the  lower  border,  the  stag  and  doe  of  17c. 

The  Brussels  city  mark  is  on  the  lower  guard  at  the  left 
and  the  weaver's  mark  at  the  lower  right  corner. 

SUBJECT 

Though  Jacob  is  often  described  as  making  a  sacrifice, 
the  presence  of  the  men  carrying  stones  shows  that  this  is 
the  occasion  described  in  Genesis  31:54,  the  sacrifice  on 
the  mount  Gilead,  immediately  after  the  covenant  be- 
tween him  and  Laban. 

RELATED  TAPESTRY 

The  same  scene  appears  on  the  right  side  of  the  tapestry 
owned  by  the  Galerie  Ostler  in  1974.  It  is  slightly  ex- 
tended to  the  right,  so  that  there  is  another  head  in  the 
group  of  kneeling  worshipers  and  the  foot  of  the  foremost 
woman  is  visible. 


17f  Jacob  Burying  Idols 
Under  an  Oak 

DESCRIPTION 

Jacob,  dressed  as  in  earlier  scenes,  is  seated  on  the  left. 
Behind  him  are  two  men.  The  one  on  the  left  wears  a 
yellow  turban,  and  a  blue  jacket  and  red  cloak,  both  with 
pink  linings;  the  other  has  a  blue  jacket  with  a  yellow 
collar,  a  red  sleeve,  and  a  red  cloak. 

A  woman  approaches  carrying  a  small,  open  cradlelike 
chest,  with  dark  and  light  blue  sides  and  yellow  bands, 
lock,  claw  feet,  and  handles.  She  wears  a  short,  pale  blue 
tunic  with  yellow  decoration  and  pink  belt,  blue  under- 
sleeves  with  yellow  cloths  tied  at  the  elbow  and  shoulder, 
a  dull  yellow-pink  dress  with  blue  decoration  at  the  hem,  a 
red  and  yellow  cloak,  blue  socks,  and  a  red  ornament  with 
a  blue  stone  in  her  hair.  The  chest  contains  a  brown  and 
yellow  statuette  of  a  bearded  god  in  classical  armor  holding 
a  spear.  The  bearded  head  of  another  statuette  is  visible.  A 
standing  woman  on  the  right  wears  a  striped  red  and  yellow 


short-sleeved  tunic  over  a  pale  blue  undergarment,  a  blue 
belt  with  a  yellow  buckle,  a  voluminous  blue  cloak  with  a 
yellow  decoration  of  small  birds,  dragons,  and  foliage,  red 
socks,  and  yellow  sandals.  She  carries  a  yellow  and  brown 
deep  tray  containing  a  yellow  statuette  of  a  youthful  god 
holding  a  panpipe,  yellow  rings  threaded  on  a  blue  stick, 
and  other  yellow  and  red  jewelry. 

In  the  middle  distance  on  the  left,  two  men  with  blue- 
headed  spades  are  digging  a  hole  at  the  foot  of  an  oak.  The 
one  on  the  left  wears  a  blue  tunic  and  leg  coverings,  yellow 
sleeves  and  skirt,  and  a  pale  blue  scarf  around  his  head; 
the  one  on  the  right  has  a  red  tunic  and  shoes,  pale  blue 
skirt,  and  dark  blue  trousers.  A  man  and  two  women 
stand  behind  them.  The  woman  on  the  left  is  in  blue  with  a 
red  cloak  and  carries  a  yellow  statuette.  The  bearded  man 
in  the  center  is  in  red  and  blue  and  has  a  blue-headed  spade 
over  his  shoulder.  The  woman  on  the  right  has  a  pink 
tunic,  a  dull  yellow  skirt,  and  red  shoes;  she  carries  two 
yellow  statuettes,  one  male,  the  other  a  nude  female.  In 
front  of  the  hole  is  a  dull  yellow  and  pink  open  box  con- 
taining two  yellow  statuettes,  one  a  bearded  man,  the 
other  a  nude  female. 

Farther  off  on  the  right  are  five  figures  in  red,  blue,  and 
yellow;  one  has  a  long  orange  beard.  In  the  upper  right 
corner  is  a  pale  brown  deer.  The  trees  have  foliage  in 
shades  of  green,  brown,  and  yellow,  with  brown,  gray, 
and  green  trunks. 

The  animals  in  the  borders  are,  in  the  left  border,  a  large 
gray  and  brown  hawk;  a  yellow,  blue,  and  red  parrot  with 
a  yellow  beak  and  gray  feet,  holding  a  red  fruit  in  its  claw; 
and  a  gray  and  pale  brown  camel.  In  the  lower  border  are 
a  gray  and  brown  blue-nosed  lion  attacking  a  brown  sheep 
whose  blood  shows  red  where  it  is  being  bitten  and  two 
gray  mammals  with  pointed  noses,  perhaps  stoats.  In  the 
right  upright  border  are  a  brown  and  gray  stork  similar  to 
that  on  17a,  but  with  yellow  legs  and  beak,  a  small  owl, 
and  a  spotted  animal  like  those  on  17a.  In  the  upper  border 
are  a  gray,  brown,  and  pale  blue  hawk  attacking  a  blue 
and  gray  duck  and  two  gray  and  brown  storks  with  yellow 
beaks,  and  pink  legs,  one  standing,  the  other  crouching 
with  two  chicks  partly  visible  beneath  her.  The  vase  on  the 
right  is  filled  with  ears  of  corn,  like  those  on  17b. 

The  Brussels  mark  is  on  the  lower  guard  at  the  left  and 
the  maker's  mark  on  the  right  guard  near  the  bottom  (see 
detail).  A  mark  of  an  unknown  weaver  has  been  inserted 
into  the  right  guard  near  the  top  (see  detail). 
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3 .  Marthe  Crick-Kuntziger,  "Marques  et  signatures  de  tapissiers 
bruxellois,"  Annales  de  la  Societe  Royale  d'Archeologie  de  Bruxelles 
40  (1936)  p.  181.  Two  tapestries  with  this  mark  were  sold  at 
Sotheby  Parke  Bernet,  New  York,  March  2, 1974,  nos.  85,  86. 

4.  Adolph  S.  Cavallo,  Tapestries  of  Europe  and  of  Colonial  Peru  in 
the  Museum  of  Fine  Arts,  Boston  (Boston,  1967)  no.  31.  Dated 
1550-1625. 

5.  Europdisches  Kunsthandwerk  vom  Mittelalter  bis  zur  Gegenwart: 
Neuerwerbungen  1959-1969,  Kunstgewerbemuseum  (Berlin, 
1970)  no.  5  5 .  Dated  end  sixteenth-beginning  seventeenth  century. 

6.  Brigitte  Klesse  and  Hans  Mayr,  Verborgene  Schdtze  aus  sieben 
Jahrhunderten,  Kunstgewerbemuseum  (Cologne,  1977)  pp.  58, 
59.  Dated  15  50-1600. 

7.  Nicole  Dacos,  "Pedro  Campana  dopo  Siviglia:  arazzi  e  altri  in- 
editi,"  Bolletino  d'Arte,  6th  ser.,  65,  no.  8  (October-December 
1980)  p.  32,  pis.  21,  22,  27. 

8.  Gobel,  Wandteppiche  J,  vol.  1,  p.  4  of  list  of  marks.  An  account  of 
this  prolific  weaver  is  given  on  p.  3  27. 

9.  Jerzy  Szablowski,  ed.,  Les  Tapisseries  flamandes  au  Chateau  du 
Wawel  a  Cracovie  (Antwerp,  1972)  p.  431. 

10.  Advertised  in  Apollo  99  (June  1974)  p.  11.  Said  to  have  been 
woven  by  Jan  van  Tieghem  in  1562;  von  Wilckens,  "Drei  un- 
bekannte  Jacobsteppiche,"  p.  783,  fig.  3. 

11.  Von  Wilckens,  "Drei  unbekannte  Jacobsteppiche,"  pp.  778-86, 
figs.  1,  2. 

12.  Jean  Paul  Asselberghs,  La  Tenture  de  I'Histoire  de  Jacob  (Brussels, 
1972).  For  the  later  versions  of  these  designs,  see  J.  P.  Asselberghs, 
Chefs-d'oeuvre  de  la  tapisserie  flamande,  exh.  cat.,  Chateau  de 
Culan  (Saint- Amand,  1971)  no.  25. 

13.  Gobel,  Wandteppiche  I,  vol.  2,  pi.  374. 

14.  She  is  shown  sitting  on  straw  in  a  tapestry  in  the  Jacob  Klausner 
sale,  Lepke,  Berlin,  October  10, 11,1938,  and  in  another  at  Powis 
Castle  (information  from  the  Marillier  Archive  in  the  Victoria  and 
Albert  Museum,  London). 


Details  of  17f 
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SUBJECT 

Genesis  35:2—4  tells  how  Jacob,  when  God  had  com- 
manded him  to  go  to  Bethel,  "said  unto  his  household, 
and  to  all  that  were  with  him,  Put  away  the  strange  gods 
that  are  among  you,  and  be  clean,  and  change  your  gar- 
ments: . . .  And  they  gave  unto  Jacob  all  the  strange  gods 
which  were  in  their  hand,  and  all  their  earrings  which 
were  in  their  ears;  and  Jacob  hid  them  under  the  oak 
which  was  by  Shechem." 

NOTES 

1.  Leonie  von  Wilckens,  "Drei  unbekannte  Jacobsteppiche  aus  der 
Manufaktur  des  Jan  van  Tiegen,"  Miscellanea  Jozef  Duverger 
(Gent,  1968)  vol.  2,  pp.  784-86. 

2.  Gobel,  Wandteppiche  I,  vol.  1,  p.  5  of  list  of  marks.  No  tapestries 
with  the  mark  are  described. 


18  Paris  as  a  Youth 


Flemish  (Brussels);  probably  designed  and  woven  1560-80. 
Wool  and  silk. 

11  ft.  5  V2  in.  x  17  ft.  3  in.  (3.49  m  x  5.2.6  m). 
18  warps  per  inch,  6-7  per  centimeter. 
Gift  of  H.  Edward  Manville,  1941  (41.203), 


DESCRIPTION 

Paris,  wearing  a  blue-green  undergarment,  red  sleeves 
and  sash,  dull  yellow  cloak  and  leggings,  and  red  and 
yellow  boots,  is  seated  on  a  hillock,  holding  a  music  book 
on  his  knees.  The  lower  border  of  his  undergarment  is 
inscribed  in  pale  yellow:  alexan.  At  his  feet  is  a  yellow- 
gray  dog  and  a  long  gray  wind  instrument  lies  on  the 
ground  beside  him.1  A  woman  in  a  red  and  blue  head- 
dress, blue  sleeves,  dull  yellow  dress,  and  red  skirt  stands 
behind  him  on  the  right.  A  seated  woman  on  the  left  has 
elaborately  dressed  fair  hair  with  a  dull  yellow  headcloth, 
blue  undergarment,  and  red  dress  with  pale  yellow  gro- 
tesque ornamentation;  she  holds  a  viol  of  fantastic  out- 
line. To  the  left  of  the  group  is  a  gray  and  blue  stone  table, 
partly  covered  with  a  gray  and  blue  cloth;  on  it  are  a  blue 
and  yellow  ewer,  a  cup,  and  a  blue  plate  of  yellow  grapes 
and  red  and  yellow-green  apples.  The  table  is  set  in  a 
fountain  and  blue  water  runs  from  a  yellow  lion-mask 
into  a  basin.  A  blue  iris  with  green  and  yellow  leaves  grows 
beside  it.  The  left  side  of  the  tapestry  shows  a  tree  with 
green  apples  standing  in  a  space  enclosed  by  a  red  and 
yellow  fence.  Two  children  in  blue  and  yellow  at  the  foot 
of  the  tree  are  gathering  fruit,  one  into  his  held-up  dress, 
the  other  into  a  brown  basket.  A  third,  sitting  in  a  fork  of 
the  tree,  hands  down  a  fruit. 

The  background  consists  of  an  elaborate  garden.  On 
the  left,  a  three-tiered,  round,  open,  blue  and  yellow  arbor 
stands  on  an  island  in  a  moat.  The  lowest  roof  is  supported 
by  yellow  herms  standing  on  their  intertwined  tails;  it  is 
red  inside  and  blue  out.  The  upper  stories  are  covered  with 
green  and  yellow  foliage.  Inside  the  building  is  a  round 
table  with  dishes  and  three  people  sitting  at  it;  a  woman 
plays  a  stylized  antique  lyre  for  a  man  and  a  woman  in 
blue  and  yellow  dancing  outside.  On  the  island,  to  the  left, 
are  two  women  and  a  child  in  pink,  blue,  yellow,  and  gray; 
a  peacock  walks  by  an  opening  in  the  green  and  yellow 


hedge  around  the  island  that  leads  to  a  brown  bridge  over 
the  blue  water  of  the  moat.  Two  nude  figures  are  bathing 
in  the  moat,  watched  by  a  man  in  blue  and  gray.  Farther 
away,  a  nude  person  walks  into  the  thick  wood  that  covers 
this  part  of  the  background.  In  the  center,  beyond  the 
island,  is  a  large  blue  and  gray  building  with  dark  blue 
roofs.  From  it,  a  portico  extends  in  a  curve  to  the  right, 
ending  in  an  arch  supported  by  a  male  herm  holding  a 
basket  of  fruit  on  his  head.  The  columns  have  red  and 
yellow  capitals  and  bases;  the  roof  is  formed  by  a  trellis 
covered  with  yellow  leaves.  The  keystone  of  the  red  arch  is 
a  yellow  lion  head.  There  are  several  very  small  figures  in 
the  distance.  A  tree  with  a  brown,  green,  and  gray  trunk, 
green  and  yellow  leaves,  and  red  and  blue  fruit  rises  imme- 
diately behind  Paris,  and  another,  with  dark  green  leaves, 
on  the  extreme  right.  Three  children  in  red,  blue,  and 
yellow,  are  playing  with  a  small  gray  bird  at  its  foot  and  a 
large,  long-legged  bird,  probably  a  stork,  stands  in  a  fork 
halfway  up  the  tree.  A  grove  of  green  and  yellow  trees,  a 
long  arbor,  and  blue-roofed  buildings  are  seen  in  the  dis- 
tance. The  sky  is  yellow-blue.  The  foreground  is  in  shades 
of  green  and  blue,  with  yellow  and  green  plants;  among 
these,  on  the  right,  are  a  red  rosebush  and  a  yellow  vine 
with  blue  grapes. 

The  border  has  a  yellow  ground.  There  is  a  blue  tablet  in 
the  center  of  the  upper  border,  inscribed  in  yellow: 

COSILIAT  CANTV  IWENV  PARIS  OMNIV  AM  ORE 
DAT  SOCYS  FRVCTVS  BALNEA  MVLTA  PETENS 

(Paris  by  his  song  gains  the  love  of  all  the  youths 
and  seeks  many  baths). 

Elongated  red  and  yellow  grotesque  masks  flank  the  tablet 
and  two  boys  in  yellow  and  red  (mirror  images)  hold  blue 
draperies  behind  it;  there  is  a  mask  with  blue  drapery 
above.  On  either  side  is  a  blue  vase  filled  with  green,  red, 
yellow,  and  blue  leaves,  flowers,  and  fruit.  The  lower  bor- 
der has  a  central  cartouche  with  a  red  ground;  in  the 
middle  is  a  dull  yellow  simulated  bas-relief  showing  Leda 
and  the  swan,  with  an  elongated  grotesque  mask  on  a  blue 
ground  at  either  side  and  a  winged  cherub  head  above. 
Two  boys  in  red  and  yellow  (mirror  images)  hold  blue 
scrolls  round  the  central  tablet;  the  interstices  are  filled 
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with  red,  green,  and  yellow  fruit,  including  cherries,  pears, 
and  pomegranates.  On  either  side  is  a  crouching  boy  in 
blue  and  red  classical  armor  and  a  yellow  skirt,  and  two 
blue  vases,  filled  with  leaves,  flowers,  and  fruit.  Three  of 
the  vases  have  small  masks  and  there  are  vestiges  of  red 
and  yellow  strapwork  ornament  in  the  background 
throughout.  In  the  side  borders  stand  figures  under  blue 
and  yellow  arches  at  top  and  bottom.  The  upper  ones  are 
identical,  except  in  coloring,  a  woman  in  red,  blue,  and 
yellow,  under  a  green  and  yellow  canopy,  holding  a  yel- 
low palm  branch,  flanked  by  yellow  ewers,  each  with  a 


single  flower.  The  columns  of  the  arch  are  surmounted  by 
yellow  lion  masks.  The  lower  figure  on  the  left  is  a  stand- 
ing woman  in  pale  yellow  with  red  drapery.  The  one  on 
the  right  wears  a  green  and  yellow  bodice  and  a  red  and 
yellow  dress;  she  plays  a  yellow-gray  lute.  The  space  be- 
tween the  figures  is  filled  with  three  blue,  red,  and  yellow 
containers  for  leaves,  flowers,  and  fruit,  with  red  and  yel- 
low three-dimensional  strapwork  and  blue  and  green 
draperies.  The  central  container  shows  three  small  yellow 
animal  masks.  The  guards,  found  at  the  sides  only,  are 
dark  blue. 
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CONDITION 

All  the  colors  except  the  dark  blues  are  badly  faded.  The 
tapestry  is  in  a  state  of  advanced  dilapidation,  broken 
along  most  of  the  slits,  much  of  the  silk  rotted,  and  with 
many  areas  of  bare  warps. 

SUBJECT 

Paris  was  exposed  at  his  birth  by  his  father  Priam  and 
brought  up  as  a  cowherd.  But  he  showed  signs  of  his  royal 
lineage  and  won  the  name  "Alexander"  (as  indicated  by 
the  inscription)  for  his  ability  to  protect  his  companions 
and  their  herds,  a  pun  on  the  Greek  meaning  of  the  name 
"Protector  of  Men."2  The  tapestry  presumably  shows  him 
at  this  period,  before  his  love  affair  with  Oenone.  It  prob- 
ably was  one  of  a  series  illustrating  the  life  of  Paris  or  the 
story  of  the  Trojan  War,  but  no  other  tapestries  of  the  set 
have  been  identified.  Mary  of  Hungary,  regent  of  the  Neth- 
erlands, bought  from  the  Pannemakers  in  1 5  39  a  set  of  six 
pieces  of  the  Histoires  de  la  jeunesse  de  Paris  Alexandre, 
three  of  which  are  probably  the  tapestries  of  this  subject, 
with  Pannemaker  marks,  in  the  Palazzo  Venezia,  Rome.3 

MANUFACTURE  AND  DATE 

The  quality  and  style  suggest  a  Brussels  manufactory  in 
the  second  half  of  the  sixteenth  century. 

RELATED  TAPESTRIES 

Three  Trojan  War  tapestries,  known  only  from  their 
appearance  in  sale  catalogues,  may  have  belonged  to  the 
same  series  as  18,  but  they  have  different  borders  and 
could  not  have  been  from  the  same  set.4 


The  woman  with  a  lute  in  the  lower  right  corner  is  seen 
in  the  right  side  border  of  a  Perseus  tapestry  dated  1 5  5  9  in 
the  Quirinale  Palace,  Rome.  This  has  a  copy  of  the  original 
weaver's  mark,  described  as  probably  that  of  a  member  of 
the  van  den  Hecke  family.5 

HISTORY 

Sold,  Christie's,  London,  May  18,  191 1,  no.  103,  not  illus.,  as 
the  property  of  a  gentleman.  Bought  by  Bush. 

In  the  collection  of  H.  Edward  Manville,  Pleasantville,  New 
York,  who  acquired  it  from  P.  W.  French  &  Co. 

Given  to  the  MMA  by  H.  Edward  Manville,  1 94 1 . 

PUBLICATION 

MMA  Annual  Report  1941,  p.  2,2.  Called  Paris  Visiting  the 
Realm  of  Menelaus^  from  a  set  of  the  Judgment  of  Paris. 

NOTES 

1.  Dr.  Emanuel  Winternitz  described  this  as  an  unusual  cornetto, 
combining  a  trumpetlike  mouthpiece,  side  holes  to  be  stopped  with 
the  fingers,  and  a  tube,  the  shape  of  which  is  not  that  of  an  ordinary 
cornetto. 

2.  Robert  Graves,  The  Greek  Myths  (Baltimore,  1955)  vol.  2,  p.  270; 
Apollodorus,  The  Library,  trans.  James  George  Fraser  (London, 
1921)  vol.  2,  p.  47. 

3.  Jacqueline  Versyp,  "Vlaamse  Wandtapijten  uit  de  eerste  helft  van 
de  XVI  de  eeuw  in  het  Palazzo  di  Venezia  te  Rome,"  L'Age  d'Or  de 
la  tapisserie  flamande,  Colloque  international,  23-15  mai  1961, 
Koninklijke  Vlaamse  Academie  voor  Wetenschappen,  Letteren  en 
Schone  Kunsten  van  Belgie  (Brussels,  1969)  pp.  399—412. 

4.  Michael  Stettler,  "Das  Trojanische  Pferd,  ein  Briissler  Wandtep- 
pich,"  in  Artes  Minores  (Bern,  1973)  pp.  344—47,  pis.  9— 11. 

5.  Elisabeth  Dhanens,  "Twee  tapijtwerken  uit  het  bezit  van  Margareta 
van  Parma,"  Revue  Beige  d' Archeologie  et  d'Histoire  de  VArt  20 
(195 1)  pp.  223-36,  pi.  3;  Edith  A.  Standen,  "Romans  and  Sabines: 
A  Sixteenth-Century  Set  of  Flemish  Tapestries,"  MMA  Journal  9 
(1974)  p.  21 8  (Hector  Vueyns  is  suggested  as  a  possible  user  of  this 
mark). 
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19  The  Colosseum 


From  a  set  of  the  Wonders  of  the  World 

Flemish  (Brussels);  designed  from  prints  after  Maarten  van 

Heemskerck  (149 8 -15 74),  and  woven  about  1575-1600. 
Brussels  and  unidentified  weaver's  mark. 
Wool  and  silk. 

11  ft.  4  in.  x  16  ft.  11  in.  (3.45  m  x  5.16  m). 
1 8-20  warps  per  inch,  7-8  per  centimeter. 
Bequest  of  Elizabeth  U.  Coles,  in  memory  of  her  son, 
William  F.  Coles,  1892  (92.1. 12). 


DESCRIPTION 

The  ruined  Colosseum,  reversed,  in  tones  of  blue,  gray, 
and  dull  yellow,  takes  up  most  of  the  background.  A  num- 
ber of  its  seats  are  occupied  by  sitting  or  standing  figures. 
The  arena  is  filled  with  men  in  red,  blue,  and  yellow,  some 
on  horseback  in  lively  action.  A  bear  is  being  baited  by 
dogs,  several  men  attack  a  bull,  while  another  bull,  a  red 
cloth  caught  on  its  horns,  chases  one  of  its  tormentors. 
Two  boys  are  perched  on  an  end  of  the  broken  wall  and 
three  men  with  halberds  stand  at  the  entrance  below.  In 
the  foreground  on  the  right  is  a  Roman  emperor  on  a  gray 
horse.  He  wears  a  yellow  closed  crown  over  his  yellow 
helmet  and  blue  and  yellow  classical  armor  with  a  dull  red 
cloak;  he  holds  the  yellow  reins  in  his  right  hand  and  a  red 
and  yellow  scepter  in  his  left.  His  leg  coverings  are  blue 
and  red.  The  horse's  pale  yellow  peytrel  is  decorated  with 
a  shield  between  two  eagles;  the  shield  has  a  brown  two- 
headed  eagle  holding  a  small  shield  under  an  imperial 
crown.  The  horse's  yellow  harness  has  red  tassels.  To  the 
right  are  two  men  on  foot  in  classical  armor.  The  one  in 
the  foreground  has  a  blue  helmet  with  red  and  yellow 
plumes,  a  red  and  yellow  lorica  over  a  tunic,  blue  and 
yellow  leggings,  and  red  and  yellow  sandals.  A  blue  bird- 
headed  sword  is  slung  at  his  back  and  he  holds  a  dull 
yellow  banner  on  a  long  shaft.  His  companion  has  a  yel- 
low helmet  with  blue  and  red  plumes,  partly  scaled  blue 
armor,  and  red  and  gray  leg  coverings.  He  holds  a  ham- 
merlike weapon  with  a  long  handle.  Between  his  leg  and 
that  of  the  horse  is  the  broken  base  of  a  gray,  yellow,  and 
red  column.  On  the  far  right  is  a  huge  dull  yellow  stone  left 
foot  on  a  similarly  colored  pedestal,  which  is  carved  with  a 
relief  of  the  she-wolf  with  Romulus  and  Remus.  Above  the 


foot  two  men  in  blue,  red,  and  green,  on  horseback  are 
visible. 

To  the  left  of  the  emperor,  in  the  middle  distance,  are 
two  men  walking;  one,  bareheaded,  has  blue  body  armor 
and  tunic,  the  other  wears  a  red  and  blue  turban  and  a 
yellow  and  blue  short  robe.  On  the  far  left  are  two  men; 
one,  beardless,  wears  a  pale  blue  tunic,  a  blue  and  yellow 
cloak,  and  yellow  and  red  sandals,  and  the  other  is  in 
yellow  with  pale  blue  leggings  and  yellow  sandals.  Be- 
tween them  and  the  arena  are  two  women  on  gray  mules; 
they  wear  gypsy  garments  of  blue,  yellow,  and  red.  There 
are  other  distant,  partially  seen,  figures.  Immediately  in 
front  of  the  entrance  to  the  arena  are  two  men  in  yellow, 
blue,  and  red,  restraining  a  yellow  lion  with  blue  chains; 
behind  them  is  a  man  in  yellow  holding  a  leopard  on  a 
leash.  Another  man  in  red  and  blue  raises  a  club  in  his  left 
hand  as  if  to  strike  the  animal.  To  the  left  is  a  man  in 
yellow  with  a  blue  bow  and  one  in  blue  with  a  spear. 

The  background  shows  a  gray  sky  and  an  extensive 
landscape  with  hills,  trees,  and  buildings  in  tones  of  green, 
gray,  and  pale  yellow.  On  the  left,  in  the  distance,  a 
mounted  man  approaches  with  a  group  of  soldiers;  on  the 
right  are  some  ruined  arches  and  a  broken  column,  with 
more  small  figures,  chiefly  in  red  and  blue.  The  foreground 
is  dark  green  and  yellow,  filled  with  plants  and  flowers  in 
green  and  yellow;  a  small  gray  dog  faces  the  emperor. 

The  narrow  inner  and  outer  borders  are  blue  and  yellow 
on  a  red,  pink,  or  yellow  ground;  there  are  yellow  lion 
heads  on  blue  at  the  corners.  The  main  border  shows  a 
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cloudy  gray  sky  at  the  top,  with,  in  the  center,  a  gray  and 
brown  owl  being  tormented  by  many  flying  or  sitting  birds 
in  gray,  brown,  green,  blue,  yellow,  and  red.  The  vertical 
borders  have  landscapes  in  green,  pale  blue,  and  yellow, 
with  many  animals.  On  the  left  a  gray  unicorn,  a  leopard, 
a  pink  and  gray  stag,  and  a  doe  can  be  distinguished,  with 
a  large  brown  and  gray  bird  at  the  lower  corner.  On  the 
right  are  cattle,  deer,  two  gray  goats  fighting,  a  red-tongued 
leopard,  and  a  long-legged  gray  and  dull  red  bird  at  the 
lower  corner.  The  lower  border  is  mostly  gray-blue  water 
with  a  number  of  yellow-gray  and  blue  fish.  Two  nude 
children  (mirror  images)  each  grasp  a  trident  in  one  hand 


and  a  sea  creature  in  the  other.  There  are  yellow-green 
plants  in  the  foreground.  The  guards  are  dark  blue  with  a 
yellow  stripe. 

The  Brussels  mark  in  the  lower  left  corner  has  cream 
letters  and  a  yellow  shield;  the  weaver's  monogram  (see 
detail)  on  the  right  just  above  the  corner  is  cream. 

CONDITION 

Opened  slits  have  resulted  in  many  bare  warps  along 
the  horizontals,  especially  in  the  upper  border  and  in 
the  sky. 
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SUBJECT 

The  series  may  have  consisted  of  eight  pieces  represent- 
ing the  Colossus  of  Rhodes,  the  statue  of  Zeus  at  Olympia, 
the  temple  of  Diana  at  Ephesus,  the  Colosseum,  the  walls 
of  Babylon,  the  Pyramids  of  Egypt,  the  Mausoleum  of 
Halicarnassus,  and  the  Pharos  of  Alexandria.  Sets  of  the 
first  four  of  these  Wonders  have  survived  and  a  single 
piece  of  the  Pyramids  has  been  identified.  A  very  similar 
but  later  series,  of  which  there  is  a  set  of  five  pieces  in  the 
Musee  Reattu,  Aries  (mostly  derived  from  engravings  by 
the  de  Passe  family  after  Martin  de  Vos),  adds  the  Mau- 
soleum and  the  Walls  of  Babylon.1  A  set  of  Seven  Won- 
ders in  six  pieces  was  sold  by  Francis  Swerts,  the  Antwerp 
weaver  and  dealer,  to  the  archduke  Ernst  in  15 94/9 5, 2 
and  an  inventory  of  the  Hotel  de  Conde,  Paris,  made  in 
1 719,  includes  "Huit  pieces  de  tapisserie  representant  les 
Sept  Merveilles."3 

The  Colosseum  was  not  one  of  the  Wonders  of  the 
World  as  they  were  usually  listed  in  antiquity,  but  it  at- 
tained that  status  in  the  late  Middle  Ages,  in  part,  at  least, 
because  the  colossal  statue  of  Nero  that  it  had  once  con- 
tained was  confused  with  the  Colossus  of  Rhodes.4  It  is 


not,  however,  in  the  list  with  the  descriptions  that  was  the 
literary  source  for  Maarten  van  Heemskerck,  the  Silva  de 
Varia  Leccion  by  Pedro  Mexia  of  Seville,  first  published  in 
1 540. 5  It  may  have  been  added  by  van  Heemskerck  to 
make  an  even  number  of  prints,  or  perhaps  because  it  was 
the  only  Wonder  he  had  seen;  it  appears  in  the  back- 
ground of  his  self-portrait  in  the  Fitzwilliam  Museum, 
Cambridge.6  He  could  have  used  as  his  authority  Martial, 
who,  after  listing  several  of  the  accepted  Wonders,  wrote, 
"All  labour  yields  to  Caesar's  Amphitheatre:  one  work  in 
place  of  all  shall  Fame  rehearse,"  in  a  poem  composed  to 
celebrate  the  opening  of  the  Colosseum  by  Titus.7  The 
Latin  verse  under  the  van  Heemskerck  print  specifically 
states  that  Martial  added  the  "sacred  amphitheater  of 
Caesar"  to  the  usual  list. 

The  identity  of  the  emperor  on  horseback  has  been 
variously  given  as  Titus,8  Charles  V,  Trajan,9  or  Charle- 
magne.10 The  arms  on  the  peytrel  are  those  of  the  Holy 
Roman  Empire,  but  the  face  of  the  emperor  is  not  that  of 
Charles  V.  Charlemagne's  arms,  from  the  thirteenth  cen- 
tury on,  were  thought  to  be  "miparti  de  l'aigle  imperiale  et 
des  lis  de  France."11  They  so  appear  in  van  Heemskerck's 


fig.  15.  The  Colosseum,  after  Maarten  van  Heemskerck,  by  Philip 
Galle.  Engraving.  MMA,  Harris  Brisbane  Dick  Fund,  1928 

(28.4[2I3]). 


fig.  16.  Ampbiteatrum  sive  Arena,  after  Maarten  van  Heemskerck. 

Engraving,  published  by  Theodore  Galle.  MMA,  The  Elisha 
Whittelsey  Collection,  The  Elisha  Whittelsey  Fund,  1959 
(59.570.195). 


set  of  three  prints  of  the  Nine  Heroes;12  the  small  shield 
held  by  the  two-headed  eagle  shows  fleurs-de-lis  as  well  as 
half  an  eagle.  It  was  normal  sixteenth-century  practice  to 
use  the  arms  of  the  Holy  Roman  Empire  as  those  of  a 
Caesar  (see  8),  but  there  is  no  indication  in  19  which 
Caesar  is  represented;  he  could  well  be  Titus. 

The  gigantic  stone  foot  is  based  on  an  actual  piece  of 
sculpture  extant  in  the  sixteenth  century,  which  was  drawn 
by  van  Heemskerck,  both  in  this  view  and  in  other  posi- 
tions.13 In  a  view  from  the  front,  an  eagle  is  shown  on  the 
tongue  of  the  sandal,  which  may  have  suggested  to  van 
Heemskerck  that  the  statue  had  represented  an  emperor; 
its  position  in  the  print  and  the  tapestry,  near  the  amphi- 
theater, certainly  is  intended  to  remind  the  viewer  of  the 
Colossus  of  Nero,  formerly  in  the  Colosseum.14  The  wolf 
and  twins,  though  shown  as  a  bas-relief  on  the  pedestal  of 
the  foot,  is  a  free  rendering  of  the  bronze  Etruscan  she- 
wolf,  which  had  been  taken  to  its  present  site,  the  Palazzo 
dei  Conservatori,  in  147 1,  and  the  statues  of  Romulus  and 
Remus  added  to  it  in  the  fifteenth  century.15  The  ruins  in 
the  distance  on  the  right  may  be  intended  to  recall  the 
Arch  of  Constantine. 16 

The  zoological,  or  Elements,  borders  do  not  have  any 
significance  on  this  tapestry. 


SOURCE  OF  THE  DESIGN 

The  designer  used  three  prints  after  Maarten  van 
Heemskerck.  From  the  Colosseum  (fig.  1 5 ;  called  Amphi- 
theatrum  in  the  1572  set  of  engravings  of  the  Wonders),17 
he  took  the  right  side  of  the  building  as  it  appears  on  the 
tapestry  (actually  the  left,  as  seen  in  the  print),  the  idea  of  a 
large  figure  on  horseback,  followed  by  two  men  on  foot,  in 
the  foreground,  and  the  colossal  foot  and  bas-relief  of  the 
she-wolf  with  Romulus  and  Remus  on  the  right.  From 
a  print  called  Amphitheatrum  sive  Arena  (fig.  16)  18  he 
took  the  left  side  of  the  building  (the  right  in  the  print),  the 
bullfight  in  the  arena,  and  the  spectators  on  the  seats.  The 
emperor  is  derived  from  the  1556  engraving  of  the  Elector 
John  Frederick  of  Saxony  Surrendering  to  Charles  V  (fig. 
1 7), 19  though  his  face  is  taken  not  from  Charles  V,  but 
from  the  old  man  beside  him.  The  crown  on  the  helmet, 
however,  is  worn  by  Charles  V;  the  crossed  front  legs  of 
his  horse  and  its  peytrel  with  the  imperial  arms  flanked  by 
squatting  eagles  have  also  been  used  in  the  tapestry. 

The  suggestion  that  the  design  is  due  to  Michiel  Coxcie 


FIG.  17.  The  Elector  John  Frederick  of  Saxony  Surrendering  to 
Charles  V,  after  Maarten  van  Heemskerck,  by  Dirck 
Volkertsz-Coornhert.  Engraving,  published  by  Hieronymus 
Cock.  MMA,  The  Elisha  Whittelsey  Collection,  The  Elisha 
Whittelsey  Fund,  1949  (49.95. 2387[io]). 


and  Vredeman  de  Vries,  with  the  Colosseum  itself  perhaps 
taken  from  the  van  Heemskerck  prints,20  does  not  seem 
justified  on  stylistic  grounds. 


WEAVER  AND  DATE 

The  weaver's  mark  (see  detail)  has  been  read  as  WS  and 
tentatively  identified  as  that  of  Willem  Segers,21  or,  from 
the  Bergen  op  Zoom  version  of  the  design,  as  NSO,  the  O 
standing  for  Oudenaarde,22  or  as  SWF,  tentatively  identi- 
fied as  that  of  Francis  Sweerts.23  None  of  these  suggestions 
carries  conviction.  If  the  mark  is  read  NSC  (the  N  re- 
versed), it  could  be  Niclaes  de  Canter,  known  from  an 
Antwerp  document  of  1552,  or  Nikolaus  Le  Coustre,  an 
Antwerp  weaver  mentioned  in  161 8. 24  Nothing  is  known 
of  these  men  and  neither  is  recorded  as  having  worked 
in  Brussels.  A  possible  but  unlikely  reading  is  ISAC,  but 
the  only  weaver  recorded  as  having  the  Christian  name 
"Isaac"  is  Isaac  van  Asperen,  an  Antwerp  weaver  men- 
tioned in  a  document  of  1 5  5  2. 25  The  date  can  be  presumed 
on  stylistic  grounds  to  be  in  the  last  quarter  of  the  six- 
teenth century,  when  the  van  Heemskerck  prints  and  the 
Elements  borders  would  all  have  been  available. 
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RELATED  TAPESTRIES 

No  other  piece  of  this  set  has  been  found.  A  number  of 
other  sets  with  various  borders  have  been  identified.  One 
has  borders  showing  figures  under  canopies  and  four 
small  landscapes  in  medallions,  with  the  maker's  mark  of 
Jacob  Geubels.  Four  pieces  are  known:  the  Colossus  of 
Rhodes,  in  the  Contini-Bonacossi  collection,  Florence;26 
the  Statue  of  Zeus,  in  the  William  Rockhill  Nelson  Gal- 
lery, Kansas  City;27  the  Temple  of  Diana,  in  the  Palazzo 
Venezia,  Rome;28  and  the  Colosseum,  owned  by  the  city 
of  Rome.29 

A  second  set  has  borders  similar  to  the  last,  but  with 
different  medallions.  The  subjects  of  the  four  known  pieces 
are  the  same  as  the  first  set.  The  set  was  in  the  X  sale, 
Galerie  Georges  Petit,  Paris,  June  18,  1920  (nos.  55-58, 
illus.).  The  Statue  of  Zeus  is  in  two  pieces.30 

A  third  set  has  borders  showing  colonnades  with  herms 
and  platforms  approached  by  flights  of  steps.  Four  pieces 
are  known:  the  Colossus  of  Rhodes,  owned  by  the  London 
dealers  S.  Franses  in  1968  (formerly  in  the  Denys  de 
Rougement  collection,  Brentwood);31  the  Statue  of  Zeus, 
formerly  in  the  Hanna  collection,  Cleveland,  and  sold  when 
this  collection  was  given  to  the  Cleveland  Museum  in 
1939  ;32  The  Temple  of  Diana  in  £>jursholm  Castle,  near 
Stockholm;33  and  the  Colosseum,  in  the  Gemeentemuseum 
het  Markiezenhof,  Bergen  op  Zoom,  the  Netherlands.34  A 
Scipio  tapestry  in  the  Winston  Guest  sale,  Parke-Bernet, 
New  York,  December  2, 1967  (no.  141,  illus.),  sold  again 
at  the  same  auction  house,  May  10, 1969  (no.  184,  illus.), 
has  an  almost  identical  border  and  the  initials  of  the 
weaver  Cornelis  Mattens. 

A  Temple  of  Diana  with  no  borders  owned  by  Lord 
Charnwood  in  1949  must  represent  another  set.35  An- 
other Temple  of  Diana  and  a  Colosseum  were  stolen  from 
the  Chateau  de  Salignac,  Dordogne,  on  March  25, 1971; 
these  pieces  have  the  Brussels  mark  and  the  weaver's 
name,  Brughen.36  A  Pyramids  of  Egypt  is  in  a  private 
collection  in  Italy;  it  has  Virtues  and  biblical  scenes  in  the 
border. 

The  example  of  the  Colosseum  in  Rome  and  the  one 
sold  in  Paris  in  1920  are  wider  than  19  and  show  a  woman 
and  a  child  beyond  the  two  men  on  the  left  and  the  com- 
plete foot  and  relief  on  the  right.  A  man  on  horseback 
replaces  the  men  with  the  leopard  and  the  lion.  Two  pieces 
of  a  broken  column  are  seen  under  the  dog  in  the  center. 
The  man  next  to  the  emperor  raises  his  right  hand  and 


does  not  hold  a  hammer.  The  landscape  background  is 
different. 

The  Colosseum  in  Bergen  op  Zoom  has  the  same  weav- 
er's mark  as  19,  of  which  it  is  an  almost  exact  replica.  It  is 
slightly  enlarged  on  the  right,  showing  the  whole  of  the 
man  immediately  above  the  stone  foot  and  of  the  second 
horse  and  rider  above  him.  There  are  small  differences  in 
the  foreground  plants  and  some  of  the  costumes. 

The  Colosseum  from  the  later  series,  of  which  five  pieces 
are  in  Aries,  is  not  derived  from  a  de  Passe-de  Vos  print, 
but  from  a  van  Heemskerck  engraving,  like  19  and  the 
other  Colosseum  tapestries  of  the  earlier  series.  It  is,  never- 
theless, very  different,  showing  the  colossal  statue  in  the 
center  of  the  arena  and  a  large  crowd  in  the  foreground, 
some  of  them  in  sixteenth-century  costume.  Another  ex- 
ample of  the  Colosseum  of  this  series  was  exhibited  in 
Florence  in  1963.37 

The  Seven  Wonders  of  the  World,  not  including  the 
Colosseum,  are  seen  in  medallions  in  the  borders  of  two 
tapestries  with  scenes  from  Roman  history,  called  Oude- 
naarde,  seventeenth  century,  sold  at  Sotheby  Parke  Bernet, 
Los  Angeles,  March  17, 1975  (nos-  95*  9*>,  illus.). 

Borders  of  the  general  type  of  those  on  19  were  first 
used  on  a  set  of  the  Story  of  Noah,  woven  for  Philip  II 
between  1563  and  1567  by  Willem  de  Pannemaker.  They 
are  mentioned  in  the  king's  correspondence  about  the  tap- 
estries and  reflect  his  ideas,  certainly  appropriate  for  a 
Noah  series.38  In  the  first  version,  the  central  bird  at  the 
top  is  an  eagle  with  its  prey  and  there  are  water  birds  as 
well  as  fish  in  the  lower  border.  Many  variants  exist.  Other 
examples  with  eagles  in  the  upper  border  are  two  pieces 
with  grotesques  in  the  Chateau  of  Azay-le-Rideau39  and 
another  in  the  Rijksmuseum,  Amsterdam,40  all  with 
Antwerp  marks  and  those  of  a  weaver  who  is  probably 
Joost  van  Herzeele  (see  16);  similar  borders  are  found  on 
two  pergola  tapestries,  one  sold  at  Sotheby's,  June  15, 
1928  (no.  162,  illus.),  the  other  in  the  Yale  University  Art 
Gallery,41  and  on  a  set  of  Augustus  in  the  Spanish  Na- 
tional Collection.42  Sometimes  a  bird  of  paradise  replaces 
the  eagle,  as  on  an  armorial  tapestry  in  the  Huntington  Art 
Gallery,  San  Marino,  and  on  two  Scipio  tapestries  with 
the  mark  of  Martin  Reymbouts  sold  at  Parke-Bernet,  Jan- 
uary 5,  1957  (nos.  396,  397,  illus.),  or  Jupiter  is  in  the 
center  of  the  upper  border,  Neptune  in  the  lower,  as  in  an 
Abraham  tapestry  in  the  Spanish  National  Collection,43  a 
tapestry  in  the  Los  Angeles  County  Museum,  and  two  in 
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the  Contini-Bonacossi  collection,  Florence,  in  19  5  9. 44  An- 
other variant  has  a  phoenix  on  its  pyre  and  a  salamander 
in  the  flames  on  one  side  border,  so  that  all  four  elements 
are  represented;  three  pieces  of  a  Life  of  Saint  Paul  in  the 
Pinacoteca,  Fabriano,  are  examples  of  this  type.45  The  owl 
tormented  by  other  birds  is  found  on  two  pergola  tapes- 
tries, one  in  the  Memorial  Art  Gallery,  Rochester,  with 
Willem  de  Pannemaker's  mark,46  and  one  in  the  Louvre, 
said  to  have  the  mark  of  Jan  van  den  Hecke,47  as  well  as  on 
a  set  of  three  grotesques,  formerly  in  the  Kunstgewerbe- 
museum,  Berlin.48  It  is  apparent  that  the  idea,  though 
originally  carried  out  by  Pannemaker,  was  adopted  by 
several  weavers,  who  commissioned  their  own  versions 
throughout  the  sixteenth  century. 

HISTORY 

Said  to  have  belonged  to  the  Barberini  family,  Rome,  from 
whom  it  was  acquired  by  Sypher  &  Co.,  New  York.49  This 
firm  sold  it  to  Mr.  William  Coles,  New  York. 

Bequeathed  to  the  MMA  by  Mrs.  William  Coles  (Elizabeth  U. 
Coles),  in  memory  of  her  son,  William  F.  Coles,  1892. 
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Tapestries  Etc.  MMA  Handbook.  New  York,  [1894],  p.  59, 
no.  1.  Described  as  "Fight  with  wild  beasts  in  the  ruins  of  a 
Roman  amphitheatre,  in  the  time  of  the  later  (German) 
emperors.  Formerly  the  property  of  the  Barberini  family  in 
Rome." 

Coles  Gallery,  8:  Tapestries  and  Paintings,  Malachites,  Vases, 
Etc.  MMA  Handbook.  New  York,  [1895],  P-  3-  Listed. 

Hunter,  George  Leland.  "Tapestries  at  the  Metropolitan  Mu- 
seum." International  Studio  45  (February  1912)  p.  lxxxvi. 
Mark  said  to  be  W.S.,  perhaps  Willem  Segers.  Called  the 
Roman  Colosseum  with  the  Emperor  Titus. 

Hunter,  George  Leland.  Tapestries,  Their  Origin,  History  and 
Renaissance.  New  York,  19 12,  pp.  401,  402,  illus.  Called 
late  Renaissance.  Foot  identified  as  that  of  the  Colossus. 

Gobel.  Wandteppiche  J,  vol.  1,  p.  582,  n.  216.  Mentioned. 

Brett,  Gerard.  "The  Seven  Wonders  of  the  World  in  the  Renais- 
sance." Art  Quarterly  12  (1949)  pp.  34°>  343>  344,  %  9- 
Sets  and  individual  pieces  identified  and  described,  relation- 
ship to  Maarten  van  Heemskerck's  Wonders  engravings 
established,  inclusion  of  Colosseum  in  set  explained. 

Jones,  Mary  Eirwen.  British  and  American  Tapestries.  Had- 
leigh,  Essex,  1952,  pp.  92,  93.  Described. 

Viatte,  Germain.  Le  XVIe  Siecle  europeen:  Tapisseries.  Exh. 


cat.,  Mobilier  National,  Paris,  1965,  p.  39,  no.  31.  Men- 
tioned as  having  similar  border  to  Azay-le-Rideau  tapestry. 
Van  Ysselsteyn,  G.  T.  "Karel  de  Grote  te  Rome,  een  16c  Eeuwe 
Tapisserie."  Miscellanea  JozefDuverger.  Gent,  1968,  p.  793. 
Mentioned  as  related  to  the  Bergen  op  Zoom  example,  which 
is  called  Oudenaarde,  about  1575.  The  emperor  identified  as 
Charlemagne. 

Schneebalg-Perelman,  Sophie.  "Les  Neuf  Preux  et  les  Sept  Ver- 
tus."  Bulletin  des  Musees  Royaux  d'Art  et  d'Histoire^  6th 
ser.,  45  (1973)  PP-  2."-2.7»  fig.  8  [19],  fig.  9  (mark  of  19). 
Identified  as  Charlemagne  from  a  set  of  the  Nine  Heroes, 
designed  by  Michiel  Coxcie  and  Vredeman  de  Vries,  woven 
in  Brussels;  weaver's  mark  read  as  SWF  and  identified  as 
possibly  that  of  Francis  Sweerts. 
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20  Religious  subject 


Flemish  (Brussels),  late  sixteenth  century. 
Wool  and  silk. 

5  ft.  8  in  x  13  ft.  8  in.  (1.73  m  x  4.17  m). 
20—21  warps  per  inch,  8—9  per  centimeter. 
Gift  of  Mrs.  John  Taylor  Johnston  Mali,  in  memory  of  John 
Taylor  Johnston  Mali,  1974  (I974-I^3)- 

DESCRIPTION 

The  three  scenes  are  apparently  meant  to  be  read  from 
right  to  left.  That  on  the  right  shows  a  bearded  man  in 
sacerdotal  (perhaps  Jewish)  costume,  holding  a  cloth  to 
his  face  as  if  weeping.  His  headdress  is  red  and  yellow  and 
he  wears  a  short-sleeved  blue  jacket  with  pale  yellow 
stripes  over  a  dull  pale  yellow  robe  with  a  blue  pattern  and 
blue  shoes.  His  full  cloak  is  red  and  yellow,  fastened  by  red 
bands  across  the  chest.  He  holds  a  long  stick  in  his  left 
hand.  Facing  him  is  an  angel  with  red  feathers  at  the  top  of 
one  of  his  dull  yellow  wings;  he  is  dressed  in  dull  yellow- 
pink,  with  blue  stripes  on  his  sleeves  and  underskirt.  In  the 
middle  distance  on  the  left  is  a  young  shepherd  in  dull  pale 
yellow  with  a  blue  belt  and  red  leggings;  beside  him  is  his 
pale  brown  dog  with  a  blue  collar  and  behind  them  a  flock 
of  pale  yellow-gray  sheep.  Farther  away  on  the  right  are 
two  cowherds  in  red  and  blue  with  gray  and  brown  cattle 
behind  them.  Larger  cows  in  the  same  colors  are  seen  in 
the  background  between  the  two  chief  figures.  In  the  dis- 
tance on  the  left  are  more  sheep  and  another  shepherd. 
The  landscape  includes  a  farm  with  some  blue  and  red 
roofs  and  a  castle  on  a  hill  at  the  skyline.  The  sky  is  in 
shades  of  gray  and  dull  yellow,  the  landscape  is  green  and 
yellow.  The  foreground  is  dark  green  with  yellow  and 
green  plants;  some  have  white  flowers. 

The  central  scene  shows  the  figure  in  sacerdotal  cos- 
tume rushing  toward  a  bed  and  holding  in  his  arms  a  baby 
in  a  long  yellow-pink  robe.  A  woman  lies  on  the  bed, 
which  is  mostly  covered  with  a  yellow-pink  coverlet.  The 
frame  of  the  bed  is  yellow-gray,  with  a  blue  canopy  and 
curtains,  striped  with  yellow.  A  small  animal  lies  under  the 
foot  of  the  bed.  In  the  middle  distance  are  three  women  in 
dull  yellow,  pink,  and  blue;  the  foremost  carries  a  platter. 
Behind  them  a  boy  in  red  pulls  aside  the  dull  yellow-pink 
curtain  hanging  over  an  entry.  In  the  distance  a  woman  in 
dull  pale  brown  holds  a  pale  yellow  vessel  on  her  head  as 
she  stands  in  a  doorway.  Over  the  door  are  pale  yellow 


dishes  on  a  shelf,  with  rafters  above  them.  The  wall  of  the 
bedroom  is  gray  and  brown,  with  a  white  window  with 
blue  bars  over  the  bed.  On  the  wall  is  a  half-length  picture 
of  Christ,  in  dull  pale  pink,  carrying  the  cross,  with  a 
heavy  dull  yellow  and  brown  frame.  In  the  foreground  is 
an  elaborate  red  cradle  decorated  in  yellow  and  holding  a 
yellow  blanket.  Beside  it  is  a  pale  yellow  vase  holding  blue, 
yellow,  red,  and  green  flowers  and  foliage.  Two  gray  and 
yellow-pink  dogs  lie  on  the  tiled  floor,  which  is  in  shades 
of  blue,  dull  yellow,  and  gray;  the  floor  of  the  distant  room 
is  pale  blue  and  white.  The  scene  is  flanked  by  pilasters, 
seen  against  pillars  of  gray  stone  like  the  bedroom  wall. 
Each  has  a  richly  ornamented  central  panel,  that  on  the 
left  showing  yellow  figures  on  a  red  ground,  that  on  the 
right  being  yellow  and  gray.  Smaller  panels  at  the  foot 
have  yellow  angels  playing  musical  instruments  on  red 
grounds.  A  yellow  and  blue  parrot  perches  on  the  left,  a 
red,  yellow,  and  blue  one  spreads  its  wings  on  the  right. 
In  the  scene  on  the  left,  the  man  in  sacerdotal  costume 
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stands  beside  a  gray  and  dull  pale  yellow  donkey;  his 
headdress  is  tied  under  his  chin  with  a  blue  band.  Sitting 
on  the  donkey  is  a  woman  with  a  yellow  halo  floating 
above  her.  She  is  dressed  in  red  and  yellow  and  holds  a 
small  child  in  red,  yellow,  and  green.  The  donkey  has  a 
blue  rope  round  its  muzzle,  held  by  a  boy  who  also  carries 
a  long  stick.  He  wears  a  pale  pink  jacket,  red-striped  blue 
sleeves,  a  blue-striped  red  and  dull  yellow  cloak,  blue  leg- 
gings with  red  stripes,  and  red  boots.  The  same  four  peo- 
ple with  the  donkey  are  seen  in  the  middle  distance  in  the 
center;  the  man  is  either  giving  the  child  to  the  woman  or 
taking  it  from  her,  and  the  boy  stands  at  the  donkey's 
head.  On  the  right  is  a  round  temple  with  red  roofs  and 
blue  windows;  three  figures  in  red,  yellow,  and  blue  ap- 
proach it.  The  sky,  landscape,  and  foreground  are  similar 
to  those  of  the  right-hand  scene,  but  include  more  distant 
buildings  and  a  greater  variety  of  flowers. 

The  ground  of  the  borders  is  yellow,  the  decoration  in 
shades  of  green,  blue,  red,  gray,  and  yellow.  The  horizon- 
tal borders  show  kneeling  and  seated  angels;  in  the  center 
at  the  top  is  a  figure  in  a  landscape.  The  side  borders  have, 
at  the  top,  on  the  left,  Faith  holding  a  cross  and  a  book  in  a 


landscape,  on  the  right,  Prudence,  with  a  mirror  and  two 
snakes.1  In  the  center  of  each  upright  is  a  medallion  with 
a  winged  head  surrounded  by  blue  strapwork  and  sur- 
mounted by  two  birds.  The  guards  are  modern. 


CONDITION 

There  are  many  small  repairs  throughout,  most  notice- 
ably in  the  pillow  behind  the  woman's  head  in  the  central 
scene.  The  upper  border  has  been  cut  at  the  top.  A  small 
section  of  the  lower  right  border  has  been  cut  and  re- 
placed. 


PUBLICATION 

MMA  Annual  Report  1973-1974,  p.  55.  Listed  as  Flemish, 
about  1600;  called  biblical  scenes. 


NOTE 

1.  Guy  de  Tervarent,  Attributs  et  symboles  dans  Vart  profane,  1450- 
1600  (Geneva,  1958—59)  vol.  2,  s.v.  "Miroir,"  "Deux  serpents." 


21  Scenes  from  the  Life  of  Saint  Paul 


a  Paul  Preaching  at  Philippi 
b  Paul  before  Agrippa 


Flemish  (Brussels),  about  1600. 
Brussels  and  unidentified  weaver's  marks. 
Wool  and  silk. 

21a  11  ft.  8  in.  x  8  ft.  8  in.  (3.56  mx  2.64  m); 
21b  11  ft.  7  in.  x  8  ft.  8  in.  (3.53  mx  2.64  m). 
14— 1 5  warps  per  inch,  6—7  per  centimeter. 
The  Lillian  Stokes  Gillespie  Collection,  Bequest  of  Lillian 
Stokes  Gillespie,  1915  (15. 121. 5  [21b];  15.121.6  [21a]). 


DESCRIPTION 

Both  pieces  have  the  same  borders,  except  for  the  fig- 
ures in  the  upper  right  corner.  The  main  border  has  a 
cream  ground  and  is  edged  with  narrow  bands  in  cream, 
pink,  yellow,  and  blue.  In  the  upper  corners  are  standing 
women.  The  one  on  the  left  is  dressed  in  blue  and  dull 
yellow  and  carries  two  sections  of  a  broken  column,  with 
a  lion  at  her  feet  (Fortitude).  She  is  reversed  on  the  right  of 
2 1  a,  but  replaced  on  21b  by  a  woman  in  red,  blue,  and 
dull  yellow,  holding  a  trumpet  (Fame).  The  lower  corners 
have  figures  seated  in  chariots  under  small  canopies.  On 
the  left  is  a  man  in  blue  and  dull  yellow  classical  armor 
(presumably  Mars),  drawn  by  two  gray  horses.  On  the 
right  is  a  woman  (winged  on  21b)  in  blue  and  dull  yellow 
(presumably  Juno  or  Venus),  holding  a  scepter  and  a 
flower;  her  chariot  is  drawn  by  two  large  gray  and  red- 
brown  eagles.  In  the  center  of  each  side  border  is  an  oval 
medallion  with  a  landscape.  On  21a  these  show  people 
sitting  on  the  ground;  on  21b,  people  at  table.  The  centers 
of  the  horizontal  borders  have  landscapes  under  arches 
held  by  nude  children.  They  show  three  people  (on  21a 
also  a  dog),  apparently  taking  part  in  a  betrothal  or  mar- 
riage ceremony.  The  spaces  between  the  landscapes  and 
the  corner  figures  are  filled  with  vases  of  flowers,  leaves, 
fruit,  herms,  and  nude  children  in  shades  of  red,  green, 
yellow,  blue,  and  gray.  The  guards  are  dark  blue,  with 
Brussels  marks  and  those  of  an  unknown  weaver  (see 
detail)  in  dull  yellow. 


CONDITION 

Both  pieces  have  extensive  areas  of  replacements,  espe- 
cially in  the  silk  sections. 

WEAVER  AND  DATE 

The  weaver's  mark  appears  on  four  of  the  eight  pieces 
of  a  Story  of  Jacob  set  in  the  Austrian  National  Collec- 
tion.1 The  poor  quality  of  design  and  execution  as  well  as 
the  style,  with  the  high  horizon,  suggest  a  date  close  to 
1600. 


RELATED  TAPESTRIES 

Two  tapestries  in  the  Cathedral  Church  of  Saint  Paul, 
Detroit,  may  be  from  the  same  series,  though  not  the  same 
set,  as  21.  They  show  Saint  Paul  among  the  philosophers 
at  Athens  (Acts  17)  and  his  encounter  with  Elymas  the 
Sorcerer  (Acts  13).  They  have  the  coats  of  arms  of  Bran- 
denburg and  Silesia.  Borders  very  similar  to  those  of  21  are 
frequently  found.  A  Rape  ofEuropa  in  the  Victoria  and 
Albert  Museum  has  a  more  elaborate  and  better  designed 
version;  the  scenes  in  the  medallion  are  different.2  Three 
pieces  from  a  set  of  the  life  of  the  Virgin  in  the  cathedral  of 
Gandino  also  have  almost  the  same  borders,  except  for  a 
coat  of  arms  at  the  top.  They  were  given  to  the  church 
before  1600  and  have  the  mark  of  Cornelis  Mattens.3 
Mars  and  Juno  or  Venus  and  some  of  the  small  motifs 
appear  on  four  tapestries  of  the  History  of  Scipio,  also 
with  the  monogram  of  Cornelis  Mattens,  in  the  Parson 
sale,  Parke-Bernet,  New  York,  February  3,  1945  (n°s. 
827—830,  illus.),  one  of  which  was  later  in  the  Gladys, 
Lady  Burney  sale,  Christie's,  London,  December  1 1, 1969 
(no.  161,  illus.).  Fame  is  found  on  a  classical  scene  in  the 
Florence  Matthews  sale,  Parke-Bernet,  February  15, 1939 
(no.  215,  illus.),  and  on  a  Zenobia  tapestry  in  the  Ruth 
Vanderbilt  Twombly  sale,  Parke-Bernet,  June  15,  1955 
(no.  164,  illus.).  Many  other  examples  could  be  cited. 
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HISTORY 

Bequeathed  to  the  MMA  by  Mrs.  Robert  McMaster  (Lillian 
Stokes)  Gillespie,  191 5. 

PUBLICATIONS 

MMA  Annual  Report  19 15,  p.  50.  Listed  under  bequests. 

D.  F.  (Durr  Friedley).  "An  Important  Bequest  of  Tapestries." 

MMA  Bulletin  10  (191 5)  p.  248,  illus.  [21a].  Called  late 

sixteenth  century,  by  the  weaver  of  the  Jacob  set  in  Vienna. 
"The  Gillespie  Tapestries  at  the  Metropolitan  Museum."  Good 

Furniture  6  (1916)  p.  112.  Mentioned;  called  about  1570. 
Standen,  Edith  A.  "Some  Sixteenth-Century  Flemish  Tapestries 

Related  to  Raphael's  Workshop."  MMA  Journal  4  (1971)  p. 

121,  n.  27.  Relationship  to  Raphael  Acts  of  the  Apostles 

mentioned. 


21a  Paul  Preaching  at  Philippi 

DESCRIPTION 

Saint  Paul  stands  on  the  right,  wearing  a  dull  pale  yel- 
low robe  and  a  dark  blue  cloak.  The  head  of  a  bearded 
man  in  red,  presumably  Silas,  is  seen  behind  him.  Five 
women  sit  on  the  ground  on  the  left.  One  in  blue  and 
yellow-gray  holds  a  dark  blue  book;  another  with  a  child 
in  blue  wears  a  yellow-gray  and  blue  dress  with  pink  deco- 
ration. The  two  behind  are  in  blue,  dull  yellow,  and  pink; 
only  the  head  of  the  fifth  is  visible.  Two  women  in  dark 
blue,  green,  dull  pink,  and  dull  yellow  stand  behind  the 
group.  Beyond  them,  Saint  Paul  in  the  same  costume  is 
baptizing  a  kneeling  woman  in  blue  and  pale  yellow  by  the 
side  of  a  river.  Three  women  in  red,  blue,  and  yellow  walk 
across  a  two-arched  gray  bridge;  to  the  left  and  right  are 
distant  couples  in  red,  blue,  and  yellow.  There  is  a  small 
area  of  gray  sky  and  a  landscape  background  of  hills, 
buildings,  and  trees  in  shades  of  green,  gray,  dull  blue,  and 
pale  brown.  The  foreground  is  dark  green  with  a  number 
of  pale  yellow  and  green  plants. 

CONDITION 

There  are  small  areas  of  repair,  especially  in  Paul's  robe 
and  the  guards. 


SUBJECT 

The  scene  is  presumably  that  described  in  Acts  16:13: 
"And  on  the  sabbath  we  [Paul  and  Silas]  went  out  of  the 
city  [Philippi]  by  a  river  side,  where  prayer  was  wont  to  be 
made;  and  we  sat  down,  and  spake  unto  the  women  which 
resorted  thither."  Paul  speaks  to  a  group  of  women  and 
Silas  stands  behind  him;  in  the  distance  Paul  is  baptizing 
Lydia,  who  was  converted  on  this  occasion  (Acts  16:14, 

15). 

SOURCE  OF  THE  DESIGN 

Paul  is  adapted  from  the  figure  of  the  same  saint  preach- 
ing in  Athens  in  the  Acts  of  the  Apostles  series  after  Raph- 
ael.4 The  baptism  of  Lydia  is  seen  in  the  background  of 
Paul  Preaching  at  Philippi  in  the  Story  of  Saint  Paul  after 
Pieter  Coecke;  the  woman  on  the  left  with  folded  arms  in 
21  appears  behind  a  woman  with  children  in  the  fore- 
ground of  the  Coecke  design.5 


21b  Paul  before  Agrippa 

DESCRIPTION 

Saint  Paul,  in  a  yellow-gray  robe  with  red  sleeves  and  a 
blue  cloak,  stands  on  the  left.  The  head  of  a  man  in  red 
with  a  brown  head  covering  is  seen  behind  him.  Agrippa, 
wearing  a  crown  and  holding  a  scepter,  is  seated  in  front 
of  a  blue  tent  with  dull  green  curtains.  He  wears  yellow 
armor  with  a  blue  cloak,  and  has  a  lion-mask  on  his  red, 
blue,  and  yellow  leg  covering.  Bernice,  in  green  and  yel- 
low, sits  beside  him.  Behind  her  stand  two  women  in  red, 
blue,  and  gray.  A  man  with  a  red  turban  and  a  red  and 
yellow-gray  costume  stands  on  the  right.  In  the  right  fore- 
ground a  man  in  blue,  yellow,  and  red  sits  on  a  gray  carved 
stone  seat.  The  distant  landscape  on  the  left  shows  a  nar- 
row area  of  blue  and  gray  sky,  with  mountains,  trees,  and 
buildings  in  shades  of  blue,  gray,  green,  and  yellow  below. 
The  foreground  is  thickly  covered  with  green  and  dull 
yellow  plants. 

CONDITION 

Large  sections  of  Saint  Paul's  robe  and  that  of  the  seated 
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21a 


21b 


Detail  of  21b 


man  on  the  right  are  replacements.  Smaller  areas  on  Ber- 
nice's  robe  and  elsewhere  have  been  extensively  repaired. 

SUBJECT 

The  incident  is  that  described  in  Acts  26:1:  "Then 
Agrippa  said  unto  Paul,  Thou  art  permitted  to  speak  for 
thyself.  Then  Paul  stretched  forth  the  hand,  and  answered 
for  himself."  With  King  Herod  Agrippa  II  are  his  sister 
Bernice  (Acts  26:30)  and  the  procurator  of  Judea,  Porcius 
Festus  (Acts  26:24),  presumably  the  seated  man.  The  man 
in  the  turban  may  be  one  of  the  "principal  men  of  the  city" 


Caesarea,  who  were  present  at  the  hearing  (Acts  25:23), 
and  the  man  behind  Paul  an  officer  of  the  court. 


SOURCE  OF  THE  DESIGN 

Saint  Paul  and  Agrippa  are  derived  from  figures  in  the 
Blinding  ofElymas  in  the  Acts  of  the  Apostles  series  after 
Raphael,  and  the  seated  figure  on  the  right  from  the  Christ 
of  the  Miraculous  Draught  of  Fishes  in  the  same  series.6 

NOTES 

1.  Ernst  von  Birk,  "Inventar  der  im  Besitze  des  Allerhochsten  Kaiser- 
hauses  befindlichen  Niederlander  Tapeten  und  Gobelins,"  Jahrbuch 
der  Kunsthistorischen  Sammlungen  des  Allerhochsten  Kaiserhauses 
2  (1884)  p.  187,  nos,  lxxv  1,  3,  6,  and  7. 

2.  George  Wingfield  Digby,  Victoria  and  Albert  Museum,  The  Tapes- 
try Collection:  Medieval  and  Renaissance  (London,  1980)  no.  58. 
Called  Flemish,  late  sixteenth-seventeenth  century;  the  border  is 
said  to  be  possibly  not  original  to  the  tapestry. 

3.  Angelo  Pinetti,  "Gli  arazzi  di  Gandino,"  Emporium  $6  (1922) 
illus.  pp.  115,  116,  and  color  pi.;  Angelo  Pinetti,  Inventario  degli 
oggetti  d'arte  dTtalia:  I.  Provincia  di  Bergamo  (Rome,  193 1)  pp. 
283,  284;  J.  P.  Asselberghs,  Chefs-d'oeuvre  de  la  tapisserie  fla- 
mande,  exh.  cat.,  Chateau  de  Culan  (Saint  Amand,  1971)  p.  22. 

4.  John  Shearman,  Raphael's  Cartoons  in  the  Collection  of  Her  Maj- 
esty the  Queen  and  the  Tapestries  for  the  Sistine  Chapel  (London, 
1972)  pi.  40. 

5.  Georges  Marlier,  La  Rennaisance  flamande:  Pierre  Coeck  d'Alost 
(Brussels,  1966)  fig.  252. 

6.  Shearman,  Raphael's  Cartoons^  pis.  26,  30. 
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22  Garden  and  hunting  scene 


Fragment 

Flemish,  late  sixteenth  century. 
Unidentified  mark. 
Wool  and  silk. 

5  ft.  9  in.  x  6  ft.  6  in.  (1.75  m  x  1.98  m). 
16-19  warps  per  inch,  7  per  centimeter. 
Mr.  and  Mrs.  Isaac  D.  Fletcher  Collection,  Bequest  of  Isaac  D. 
Fletcher,  1917  (17.120.121). 

DESCRIPTION 

A  large  formal  Renaissance  garden  extends  across  the 
center  of  the  tapestry.  It  is  divided  by  a  wide  central  path 
on  which  are  four  figures  in  red,  blue,  and  yellow,  includ- 
ing a  man  and  a  woman  embracing.  On  the  left  are  three 
rectangles  surrounded  by  pale  red  and  yellow  open  fences, 
with  entrances  formed  by  high  arches.  In  the  nearest  rec- 
tangle is  a  fountain  in  a  square  pale  yellow-blue  pool,  with 
a  couple  and  a  woman  with  a  dog  walking  on  the  green 
and  yellow  grass  around  it.  A  man  in  blue  leans  on  the 
fence  and  a  couple  in  blue  and  yellow  approaches  the 
nearest  gateway.  The  rectangle  behind  is  filled  with  blue 
and  yellow  flower  beds  and  the  one  farthest  away  has 
another  couple  and  a  carriage.  To  the  right  of  the  central 
path,  a  large  oblong  is  surrounded  by  a  red-framed  leafy 
arbor  in  green  and  yellow  with  pyramids  topped  by  balls 
at  each  corner.  There  are  blue  and  yellow  flower  beds  in 
the  center.  Behind  this,  a  red-fenced  area  has  a  statue  in 
the  middle.  The  whole  garden  is  flanked  on  the  left  by  a 
green  and  yellow  hedge  with  a  yellow-gray  gate  tower  in 
the  center,  leading  to  a  bridge  over  a  blue-green  canal,  on 
the  right  by  an  open  red  fence  with  an  arched  opening.  In 
the  foreground  on  the  left  is  a  group  of  four  men,  one  in 
blue  swathed  in  yellow,  the  others  in  blue,  yellow,  red, 
brown,  and  gray  costumes;  one  has  a  conspicuous  sword 
at  his  right  side.  To  the  right  of  the  group  is  a  man  in  blue 
and  yellow  on  a  yellow-gray  rearing  horse;  he  holds  a 
brown  spear.  In  the  center,  four  men  in  red,  blue,  and 
yellow  attack  a  crouching  yellow-gray  bull.  Two  others 
approach  from  the  rear  and  two  move  away  on  the  right. 
Farther  to  the  right  a  man  in  red  and  blue  on  a  rearing  gray 
horse,  with  two  gray  dogs  running  alongside,  pursues  a 
fleeing  gray  bull.  A  man  in  blue  and  red  faces  the  bull  with 
a  spear  and  another  in  red,  blue,  and  yellow  runs  up  from 


behind.  In  the  distance  beyond  the  garden  is  an  imposing 
yellow-gray  building.  The  background  shows  trees,  fields, 
and  hills  in  tones  of  green  and  pale  yellow  with  a  narrow 
strip  of  gray  sky.  Two  large  trees  with  gray  and  brown 
trunks  frame  the  scene  on  the  right.  The  green  grassy  fore- 
ground has  a  number  of  large  green  and  pale  yellow 
plants. 

The  horizontal  borders  have  identical  central  panels 
above  and  below,  each  with  a  seated  woman  in  blue,  red, 
and  yellow  playing  a  large  stringed  instrument,  two  nude 
children  behind  her,  and  an  extensive  landscape  in  green 
and  yellow.  The  corners  have  large  birds  in  brown,  gray, 
red,  blue,  and  yellow,  all  different.  The  left  upright  border 
has  a  panel  with  a  standing  woman  in  red  and  yellow  in  a 
landscape  holding  a  snake  and  a  mirror  (Prudence).  A 
church  and  a  man  carrying  a  bundle  are  seen  in  the  back- 
ground. The  corresponding  panel  on  the  right  shows  a 
standing  woman  in  red,  yellow,  and  pale  blue  pouring 
water  from  one  vessel  into  another  (Temperance).  There  is 
a  jug  at  her  feet,  a  fountain  beside  her,  and  a  landscape 
background.  The  upper  border  has  two  shields  with  yel- 
low and  dark  green  trees  on  yellow  grounds  and  three 
grotesque  half-length  figures.  Two  of  these  appear  on  the 
lower  border  and  others,  of  a  different  type,  on  the  up- 
rights. The  interstices  of  all  the  borders  are  filled  with 
vases  of  flowers,  leaves,  and  fruit  in  red,  blue,  green,  and 
yellow  on  pale  yellow  grounds.  The  guards  are  blue  with 
part  of  an  unidentified  maker's  mark  (possibly  VA/X)  in 
yellow  on  the  lower  right  side. 

CONDITION 

Both  the  central  scene  and  the  borders  are  cut  on  all 
sides;  the  borders  may  thus  not  have  originally  belonged 
to  the  piece  from  which  the  central  scene  was  taken.  There 
are  small  areas  of  repair  in  many  sections,  especially  at  the 
edges  of  the  central  scene. 

MANUFACTURE  AND  DATE 

The  style  and  technique  suggest  a  Brussels  manufactory 
in  the  latter  part  of  the  sixteenth  century. 
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RELATED  TAPESTRIES 

Two  fragments  in  the  Mrs.  Elmer  E.  Smathers  sale, 
Parke-Bernet,  New  York,  March  6,  1948  (nos.  151,  152, 
illus.  no.  151),  show  very  similar  hunting  scenes  in  closely 
related  borders.  The  panels  in  the  horizontal  borders  are 
identical,  as  are  some  of  the  grotesque  figures  and  vases  of 
flowers. 

Another  tapestry,  showing  a  hunting  party  beside  a 
wood,  with  a  village  and  dancing  peasants  in  the  back- 
ground, belonged  to  P.  W.  French  &c  Co.  in  1923.  The 
style  closely  resembles  22,  and  the  borders  include  many 


of  the  same  elements,  such  as  Temperance  (with  another 
figure  representing  Fortitude)  and  some  of  the  birds,  gro- 
tesques, and  vases.  Replicas  of  the  side  borders  were  also 
owned  by  this  firm  at  this  date,  and  a  piece  of  the  same 
height,  but  14  feet,  5  inches  long,  with  a  replica  of  22  as 
the  central  portion,  was  owned  by  them  in  1930. 

PUBLICATION 

"The  Mr.  and  Mrs.  Isaac  D.  Fletcher  Collection."  MMA  Bulle- 
tin 13  (1918)  p.  61.  Mentioned  as  a  Flemish  tapestry  of  the 
late  sixteenth  century. 


23  The  Ball  Game 


The  second  in  a  set  of  probably  eight  pieces  of  the  Story  ofGombaut  and  Macee 


Flemish  (Bruges);  probably  designed  and  woven  about  1590- 

1600. 
Wool  and  silk. 

11  ft.  5  in.  x  12  ft,  11  in.  (3.48  m  x  3.94  m). 
12-14  warps  per  inch,  5-6  per  centimeter. 
Gift  of  Charles  Zadok,  1958  (58.62). 


DESCRIPTION 

In  the  center  is  a  small  area  of  cleared  ground,  shown 
gray,  for  playing  a  ball  game;  it  is  walled  at  the  back  and 
front  by  low  wattle  fences  in  pale  orange-brown.  On  the 
left  stand  two  shepherdesses.  The  one  on  the  right  wears  a 
red  cap  and  petticoat  and  a  blue  dress,  with  pink  slippers; 
the  other  has  a  white  cap  and  petticoat  and  a  red  dress, 
pulled  up  in  front  through  her  blue  belt.  She  holds  a  mallet 
with  a  blue  head,  perhaps  her  houlette.1  Behind  her  sits  a 
pale  orange-brown  dog  with  a  blue-spiked  red  collar.  On 
the  ground  in  front  of  the  women  is  a  blue  hoop.  At  the 
other  end  of  the  ball  court  is  a  young  man  in  blue  with  a 
red  cape  and  leg  coverings,  brown  pouch,  and  orange 
shoes;  a  red  band  over  his  blue  cap  holds  his  pale  yellow 
straw  hat  behind  his  shoulders.  He  adjusts  a  long,  pointed 
brown  cone,  beside  which  are  two  brown  balls,  and  holds 
a  blue-headed  mallet.  A  gray  water  bottle  outlined  in  red 
stands  against  the  farther  fence.  Behind  it  is  a  group  of 
white  and  pale  orange-brown  sheep  and  above  them  a 
fair-haired  shepherdess  in  red  grasping  the  orange-brown 
trunk  of  an  oak  tree  with  blue-green  leaves.  A  shepherd 
places  his  right  hand  on  her  shoulder  and  in  his  left  holds 
his  houlette;  the  hook  at  its  lower  end  and  the  scoop  at  the 
upper  are  blue.  He  wears  a  pale  yellow  hat,  a  red  and 
yellow  jacket  with  a  white  collar,  a  white  and  brown 
pouch,  dark  blue  knee  coverings,  white  stockings,  and 
orange-brown  shoes.  On  the  right  is  a  cherry  tree  with  red 
fruit,  blue-green  leaves,  and  brown  trunk,  behind  which 
are  two  white  rams  fighting.  On  the  far  left  a  couple  is 
embracing  beside  an  oak.  He  is  in  red,  with  his  straw  hat 
slung  behind  him,  and  has  a  brown  and  white  pouch  with 
a  cup  hanging  from  it,  dark  blue  knee  coverings,  white 
stockings,  and  pale  orange-brown  shoes.  She  is  in  pale 
blue,  with  a  white  headdress.  On  the  right  of  the  tapestry 


is  a  group  of  three  figures,  a  standing  boy  in  pink,  with  a 
pale  yellow  undergarment  and  blue  stockings,  a  reclining 
girl  in  yellow  with  a  red  cap  and  stockings,  and,  about  to 
strike  her,  a  man  wearing  a  dark  blue  undergarment  and  a 
red  jacket  with  a  white  collar.  To  the  left  of  this  group  are 
two  white  sheep  and  a  white  and  pink  dog  with  a  blue 
collar.  In  front  of  them  are  two  sheep,  one  brown  and  one 
white,  and  behind  them  a  group  of  trees  with  orange- 
brown  trunks  and  blue-green  leaves. 

The  sky,  which  shows  in  two  openings  between  the 
three  clusters  of  trees,  is  light  blue.  In  the  opening  to  the 
left  is  a  white  and  pale  brown  watermill,  with  an  orange 
roof  and  wheel,  standing  by  a  pale  blue  river,  with  a  blue 
wood  in  the  distance.  In  the  right  opening,  a  flock  of  white 
sheep  is  being  driven  over  a  white  stone  bridge  by  a  shep- 
herd in  pink  with  an  immense  blue-headed  houlette;  the 
space  under  the  bridge  is  dark  blue  and  pale  blue  water  is 
seen  beyond  it.  In  the  distance  are  pink  ruins  with  arches 
and  above  these  a  group  of  white  buildings,  including 
houses  with  light  red  roofs  and  towers  with  dark  blue 
ones.  To  the  right  of  the  bridge,  between  the  trees,  is  a 
white  stone  house  with  a  red  roof  and,  alongside  it,  a 
brown  ruin  with  a  blue  stone  arch.  The  foreground  shows 
a  stretch  of  blue-green  and  yellow  grass  and  other  plants, 
including  some  with  red,  pink,  purple,  yellow,  and  white 
flowers.  On  the  left  is  a  blue  pond  with  water  weeds  and  a 
large  gray  crested  bird  with  pale  orange  beak  and  legs. 
Four  large  gray  or  white  birds  with  pale  brown-orange 
wings  and  legs  are  seen  in  the  center;  the  two  on  the  right 
have  dark  blue  outlines  to  their  heads.  On  the  right  is  a 
brown  eagle  and  a  brown  and  gray  owl;  three  owlets  are 
seen  in  a  pale  brown  hollow  behind  them. 

There  are  seven  white  scrolls  inscribed  in  red  (with  three 
dark  blue)  letters,  the  first  letter  in  each  inscription  being 
pink.  The  verse  that  describes  the  subject  as  a  whole  is  the 
topmost  on  the  right.  It  reads: 

AV  •  TEMPS  ■  DESTE  •  QVE  •  LE  •  VERT  ■  DVRE 
A  *  QVINSE  •  ANS  *  DESSVS  •  LA  •  VERDVRE 
BERGERES  •  FONT  *  TOVRS  •  DE  *  SOVPLESSE 
ET  •  SEN  •  SAVTANT  •  ON  *  VOIT  •  LA  •  FESSE 
CE  •  NEST  ■  QVE  ■  PLAISIR  *  DE  *  NATVRE 
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(In  summer  time,  as  long  as  the  greenness  lasts,  at  fifteen 
years,  on  the  grass,  shepherdesses  perform  feats  of  agility; 
and  if,  when  they  leap,  one  sees  the  buttocks,  it  is  but  a 
natural  pleasure.) 

The  verse  above  the  couple  embracing  on  the  left  is 
spoken  by  the  man  and  reads: 

TANDIS  •  QVE  [jE]2  -  TE  •  TROWE  ■  A  •  MON  ■  AISE 
IL  •  EST  *  FORCE  •  QVE  *  JE  *  TE  •  BAISE 
MARGOT  •  A  '  LOMBRE  •  DV  •  BVISSON 

(Since  I  find  thee  at  my  disposition,  I  must  kiss  thee, 
Margot,  in  the  shade  of  a  bush.) 

The  woman's  reply  is  given  on  the  scroll  below,  to  the 
right  of  the  couple: 

IL  •  NEST  •  CHOSE  •  QVE  *  TANT  •  ME  •  PLAISE 
CAR  *  VN  •  BAISER  •  GRAND  •  DVEIL  •  APAISE 
QVANT  •  CEST  •  DVN  •  BEAV  •  JEVNE  •  GARSON 

(There  is  nothing  that  pleases  me  so  much,  for  a  kiss  as- 
suages great  sorrow  when  it  is  given  by  a  handsome  young 
boy.) 

Two  verses  refer  to  the  game.  That  spoken  by  the  girls  is 
on  the  upper  left: 

IL  [for  JE]  •  TE  •  PRIT  •  MON  *  AMY  •  JACQVET 
FAIT  •  TRES  *  BIEN  •  DRESSER  •  LE  •  TICQVET3 
AVANT  •  QVE  ■  FRAPER  •  DE  ■  BILLETTES 

(I  beg  thee,  my  friend  Jacquet,  set  up  the  liquet  very  well, 
before  we  hit  the  balls.) 

The  boy's  answer  is  given  below  him: 

PASSER  ■  DEVX  *  PAS  •  NEST  *  PAS  •  AQVEST  [for  AGUETS]4 
MAIS  •  POVR  *  VOVS  ■  SERVIR  *  DE  ■  NAQVET 
JE  •  LE  •  VOVS  •  DRESSERAY  ■  FILLETTES 

(If  I  take  two  steps,  it  is  not  to  spy  on  you,  but  to  be  your 
ball  boy;  I  will  set  it  up  for  you,  little  girls.) 

Above  the  group  to  the  right  is  a  verse  spoken  by  the 
boy: 

PVIS  •  QVE  •  JE  *  TIENS  *  GROSSE  *  BERGERE 
A  •  DESCOWERT  •  VOSTRE  •  DERRIERE 
VOVX  *  AVRES  '  CE  *  COVP  *  SVR  ■  LA  •  FESSE 

(Since  I  hold  thee,  plump  shepherdess,  with  your  behind 
uncovered,  you  will  get  this  smack  on  the  buttocks.) 

The  girl  answers  on  the  scroll  below  her: 


GOMBAVLT  •  TA  *  MAIN  •  EST  *  TROP  •  LEGERE 
ET  •  PVIS  '  CE  •  NEST  ■  PAS  ■  LA  *  MANIERE 
DE  •  FESSER  •  FILLE  *  SANS  *  PROMESSE 

(Gombault,  thy  hand  is  too  free,  and  then  it  is  not  good 
manners  to  smack  the  behind  of  a  girl  without  promising  to 
marry  her.) 

The  narrow  inner  border  is  edged  with  pale  blue  on  the 
outside  and  yellow  on  the  inside.  It  has  a  red  ground  with 
two  twisted  ribbons,  blue  on  one  side  and  white  on  the 
other,  running  along  it;  a  yellow  band  passes  between 
them  and  there  are  yellow  flowers  at  each  corner.  The 
main  border  has  a  pink  ground.  In  the  center  at  the  top  is  a 
trophy  of  a  houlette  and  a  stick  crossed,  with  a  dark 
orange  double  gourd  bound  with  a  blue  ribbon.  Pale  blue 
ribbons  flutter  on  either  side  and  there  is  a  large  indeter- 
minate object  at  the  back  (in  the  other  versions  of  the 
border  it  is  clear  that  this  is  a  pouch).  Two  falls  of  blue 
drapery  frame  the  trophy  and  support  swags  of  blue,  green, 
red,  and  yellow  leaves  and  fruit,  among  which  grapes, 
pears,  apples,  gourds,  and  pea  pods  can  be  distinguished. 
The  other  end  of  each  swag  is  sustained  by  a  fantastic 
yellow  half-length  figure,  female  on  the  left,  male  on  the 
right,  with  blue  foliage  instead  of  arms.  Other  swags  of 
leaves  and  fruit  fill  the  spaces  to  the  corners.  The  lower 
border  has  a  trophy  of  a  blue  bagpipe  and  other  wind 
instruments,  with  yellow  and  pale  blue  ribbons,  framed  by 
dark  and  light  blue  curved  bands.  These  support  swags  of 
leaves  and  flowers  on  the  left,  leaves  and  fruit  on  the  right, 
whose  other  ends  are  held  by  blue  bird  heads.  Other  bird 
heads  hold  the  swags  that  fill  the  spaces  to  the  corners.  The 
upright  borders  are  similar  in  design,  but  not  entirely  in 
coloring.  In  the  center  of  each  on  a  dark  blue  ground  is  a 
trophy  formed  of  a  distaff  with  white  wool,  the  upper  part 
covered  with  yellow,  marked  in  dark  blue  on  the  left,  dark 
red  on  the  right.  There  are  also  a  pair  of  blue  shears  and  a 
knife,  the  whole  tied  with  a  pale  green  cloth.  Below  each 
trophy  is  a  bunch  of  leaves  and  flowers,  including  white, 
red,  and  yellow  lilies  and  blue  foxgloves,  rising  from  a  pile 
of  red,  purple,  yellow,  and  blue  fruit,  including  a  pome- 
granate. These  are  supported  by  elaborate,  partly  ga- 
drooned  vases  with  animal  masks,  blue  and  red  on  the  left, 
blue  and  yellow  on  the  right,  which  rest  on  gray  rams' 
heads  in  the  lower  corners.  Above  the  central  trophy  is 
another  gadrooned  blue  and  yellow  vase,  holding  leaves 
and  fruit,  including  blue  grapes  and  green  gourds,  below, 
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and  leaves  and  flowers,  including  white  and  yellow  daffo- 
dils and  blue  irises,  above.  At  the  upper  corners  are  large 
yellow  and  blue  flowers.  The  narrow  outer  border  has  a 
red  ground,  ornamented  with  green,  yellow,  and  blue 
leaves,  flowers,  and  berries;  it  is  edged  with  a  yellow  band. 
The  guards  (modern)  are  dull  orange  or  brown. 

The  dark  outlines  of  the  figures  are  sometimes  a  deeper 
shade  of  the  area  they  surround,  sometimes  a  contrasting 
color;  thus,  the  legs  of  the  boy  setting  up  the  game  have 
red  outlines  on  the  left,  dark  blue  on  the  right.  This  may 
be  an  attempt  to  indicate  that  the  light  is  coming  from 
the  left;  the  figures  on  the  playing  ground,  the  hoop,  and 
the  pointed  marker  all  have  cast  shadows  extending  to  the 
right. 

CONDITION 

There  are  many  rewoven  areas  throughout.  Extensive 
ones  include  the  spaces  between  the  two  central  birds  and 
around  the  eagle's  feet.  Much  yellow  silk,  used  on  foliage 
and  costumes,  is  a  replacement. 

SUBJECT 

The  series  of  eight  tapestries  tells  the  story  of  a  shep- 
herd, Gombaut  or  Gombault,  and  a  shepherdess,  Macee, 
from  early  childhood  to  death.  No  complete  set  is  known, 
but  there  is  one  of  seven  subjects  with  part  of  the  eighth  in 
the  Musee  de  Saint-L6.5  The  first  four  pieces  show  the 
occupations  of  young  shepherds  and  shepherdesses  at  the 
ages  of  ten,  fifteen,  twenty,  and  twenty-five;  Gombaut  is 
named  in  the  inscriptions  on  the  last  two,  but  not  Macee. 
The  next  three  pieces  are  concerned  especially  with 
Gombaut  and  Macee,  without  mentioning  their  age;  their 
names  are  included,  with  a  number  of  others,  on  the  last  of 
the  series.  The  individual  pieces  show: 

1.  Occupations  of  shepherd  children  at  the  age  of  ten, 
eating  soup,  catching  butterflies,  bird's-nesting,  etc., 
known  as  La  Soupe  and  La  Chasse  aux  papillons.  Tapes- 
tries of  this  subject  are  usually  found  as  two  separate 
panels. 

2.  Occupations  of  shepherd  children  at  the  age  of  fif- 
teen, known  as  the  Jeu  de  boules. 

3.  Twenty-year-old  shepherds  and  shepherdesses  danc- 
ing, known  as  La  Danse. 

4.  Twenty-five-year-old  shepherds  and  shepherdesses 
eating  and  drinking,  known  as  Le  Repas. 


5.  The  betrothal  of  Gombaut  and  Macee,  known  as  Les 
Fiangailles. 

6.  The  marriage  of  Gombaut  and  Macee,  known  as  La 
Noce. 

7.  The  flocks  are  attacked  by  a  wolf,  and  the  aged 
Gombaut  suffers  from  the  effects  of  marriage,  known  as 
Le  Loup. 

8.  Death,  with  a  scythe,  pursues  Gombaut,  Macee,  and 
other  shepherds  and  shepherdesses,  known  as  La  Mort. 

The  absence  of  any  representation  of  the  work  of  tend- 
ing sheep  is  noticeable,  except  for  a  small  part  of  Le  Loup, 
where,  however,  more  stress  is  laid  on  Gombaut's  debility 
after  many  years  of  marriage.  The  occupations  of  the  fif- 
teen-year-olds are  still  childishly  playful,  though  less  con- 
cerned with  sport  than  with  sex.  The  borders  show  objects 
connected  with  sheep  tending  and  wool  working,  as  well 
as  with  country  life  in  general.  The  emphasis  on  sex 
throughout  is  less  marked  in  the  French  versions  of  the 
series. 

SOURCE  OF  THE  DESIGN 

A  set  of  eight  French  prints  by  Jean  Leclerc,  known 
from  examples  in  the  Cabinet  d'Estampes  of  the  Biblio- 
theque  Nationale,  Paris,  shows  very  similar  inscriptions 
and  designs,  without  the  lower  sections  with  large  birds. 
They  are  said  to  date  from  1587.6  The  borders  differ  but 
contain  some  of  the  same  elements,  such  as  rural  trophies. 
But  it  is  uncertain  whether  the  prints  were  used  by  the 
designer  of  the  tapestry  series,  or  whether  both  derive 
from  a  common  source. 

MANUFACTURE  AND  DATE 

The  existence  of  the  Bruges  mark  on  several  pieces  of 
the  series  with  the  borders  of  23  establishes  this  city  as  the 
place  of  manufacture.  On  stylistic  grounds,  the  date  can 
be  presumed  to  be  close  to  1600. 

RELATED  TAPESTRIES 

A  companion  piece  of  the  same  height,  but  13  feet  2 
inches  wide,  was  in  the  Clement-Bayard  sale,  Galerie  Jean 
Charpentier,  Paris,  June  22, 1937  (no.  8),  but  its  subject  is 
not  known.  Minor  differences  in  the  borders  of  other  tap- 
estries of  the  series  make  it  unlikely  that  any  of  them  are 
from  the  same  set  as  23 . 
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Another  version  of  the  subject  of  23,  with  the  same 
borders,  is  in  the  Musee  de  Saint-L6;8  the  main  differences 
are  in  the  scrolls,  whose  ends  curl  in  different  directions, 
and  in  the  large  birds  and  plants  of  the  lower  section.  The 
fence  around  the  playground  is  much  more  clearly  drawn; 
the  water  bottle  hangs  on  it.  Other  examples  were  sold  at 
the  Hotel  Drouot,  Paris,  before  1882,9  and  with  the  Emile 
Jellinek-Mercedes  collection,  American  Art  Association, 
New  York,  February  20, 1926  (no.  13,  illus.) ;  in  the  latter, 
both  figures  and  inscriptions  show  considerable  variations, 
probably  in  part  the  result  of  restoration.  The  borders 
include  winged  putti  above,  masks  in  the  upper  corners, 
and  reclining  nude  figures  below.  A  tapestry  very  similar 
to  23  from  the  estate  of  Mrs.  Fulton  Cutting  was  sold  at 
Sotheby  Parke  Bernet,  New  York,  November  10,  11, 
1972  (no.  242,  illus.);  the  lower  border  shows  bowls  and 
jugs  next  to  the  rams'  heads  at  either  end,  and  there  are 
masks  in  the  upper  corners.  An  example  owned  by  Maria 
Luisa  Devoto  de  Bustillo,  Buenos  Aires,  in  1965,  has  no 
inscribed  scrolls,  but  the  composition  is  extremely  similar. 
The  details  are  much  clearer;  there  are  ducks  on  the  mill- 
pond  and  clouds  in  the  sky.  The  horizontal  borders  in- 
clude winged  putti,  nudes,  satyrs,  and  groups  of  jugs,  vases, 
and  bowls  with  spoons  in  them;  the  upper  corners  show 
masks.  The  Bruges  mark  appears  in  the  lower  right  guard. 10 
Another  example,  very  close  to  23,  was  owned  by  the 
Paris  dealer  Yves  Mikaeloff  in  1980; 11  there  are  slight 
differences  in  the  sky  and  foliage,  and  the  dog  behind  the 
ball-playing  girls  turns  his  head  away  from  them.  A  piece 
in  the  M.  X  .  .  .  sale,  Hotel  Drouot,  Paris,  June  18,  1920 
(no.  54,  illus.),  has  differently  placed  inscriptions,  with 
variations  in  both  figures  and  background.  The  dog  behind 
the  girls  is  replaced  by  two  sheep.  The  borders  are  similar, 
but  the  upper  one  has  no  figures  and  the  lower  corners 
have  no  animal  heads.  A  tapestry  owned  in  1969  by 
Luciana  Valcarenghi,  Milan,  shows  a  very  crude  use  of 
some  of  the  same  motifs. 12  Jacquet  and  the  smacking  epi- 
sode are  the  only  figures  that  resemble  the  original  version 
at  all  closely.  There  are  no  inscriptions  or  borders. 

Examples  of  the  Ball  Game  from  sets  believed  to  have 
been  woven  in  other  centers13  and  with  different  borders 
include  one  in  the  Chateau  de  Montal,  Lot;14  the  borders 
have  swags  of  leaves  and  fruit  tied  with  ribbons,  the  boy 
smacking  a  girl  is  replaced  by  two  standing  figures,  the 
plants  in  the  foreground  are  of  a  millefleur  type  with  sheep 
instead  of  most  of  the  birds,  some  of  the  inscriptions  are 


different,  and  there  is  a  coat  of  arms  in  a  wreath  in  the 
upper  center.  It  has  been  attributed  to  Tours.15  An  exam- 
ple without  inscribed  scrolls  or  marks,  but  with  the  border 
found  on  Brussels  weavings  of  the  series,  was  formerly  in 
the  collection  of  Schoutheete  de  Tervarent.16  Three  ex- 
amples of  the  Ball  Game  in  the  Mobilier  National,17  the 
collection  of  the  duke  of  Buccleugh,  Broughton,18  and  the 
castle  of  Krimke  in  Czechoslovakia19  are  from  the  series 
redesigned  in  reverse  by  Laurent  Guyot  and  woven  in  the 
Faubourg  Saint-Marcel  workshop,  Paris,  by  Hippolyte  de 
Comans  and  Filippe  Maecht  in  the  first  half  of  the  seven- 
teenth century.  The  design  is  simplified,  the  smacking 
scene  and  the  foreground  are  omitted;  the  ball  boy  is  older 
and  there  are  no  inscriptions.  The  borders  have  large  dogs 
in  the  corners,  those  at  the  bottom  being  close  to  the  ones 
on  the  Leclerc  prints. 

Examples  of  Bruges  weavings  of  the  other  tapestries  of 
the  series  are  frequently  found.  Those  in  public  collections 
include  La  Soupe  and  La  Chasse  aux  papillons  in  Saint-L6 
(in  two  pieces)20  and  La  Soupe  in  the  collection  of  the  city 
of  Paris21  and  the  Stedelijk  Museum,  Bruges.22  La  Danse 
is  in  Saint-L6  and  the  Chateau  de  Montal.23  Two  exam- 
ples of  Le  Repas,  one  with  the  Bruges  mark,  are  in  Saint- 
L6,24  and  one  is  in  the  museum  at  Saint-Omer.25  Les 
Fianqailles  is  in  Saint-L6  and  the  Houston  Museum  of 
Fine  Arts.26  La  Noce  is  in  Saint-L6,  the  collection  of  the 
city  of  Bruges,27  and  the  Burrell  Collection,  Glasgow.  Le 
Loup  is  in  Saint-L6,  the  collection  of  the  city  of  Paris,28 
the  Musee  Gueret,  Creuse,29  and  the  Stedelijk  Museum, 
Bruges.30  A  fragment  of  La  Mort  is  in  Saint-L6,  and  a 
complete  example  is  in  the  Musee  Marmottan,  Paris.  An- 
other complete  version  is  said  to  be  in  the  Canon  Pinel 
collection,  Coutances,31  and  one  with  the  Bruges  mark 
was  on  the  New  York  art  market  in  1969;  a  smaller 
example  was  sold  at  Sotheby's,  London,  December  14, 
1956  (no.  40).  Many  examples  of  all  except  La  Mort  have 
appeared  in  sale  catalogues. 

HISTORY 

Sold  in  Paris,  January  13, 1879. 

Jean  Dollfus  sale,  Galerie  Georges  Petit,  Paris,  April  1,  2, 191 2, 

no.  191,  illus.  Bought  by  Clement. 
A.  Clement-Bayard  sale,  Galerie  Jean  Charpentier,  Paris,  June 

22,  1937,  no.  7,  illus.  A  companion  piece,  no.  8,  was  not 

described  or  illustrated. 
Given  to  the  MM  A  by  Charles  Zadok,  New  York,  1958. 


175 


EXHIBITION 

New  York,  Bronx  Museum  of  the  Arts,  1972.  Games!!! 
jjuegos!  cat.  no.  101. 

PUBLICATIONS 

MMA  Annual  Report  i^yy-i9j8.  In  MMA  Bulletin,  n.s.  17 
(1958—59)  p.  63.  Listed  under  gifts. 

Standen,  Edith  A.  "The  Shepherd's  Sweet  Lot."  MMA  Bulletin, 
n.s.  17  (1958-59)  pp.  226-34.  Identified  as  Bruges,  late  six- 
teenth century,  and  compared  with  an  embroidered  table- 
cloth in  the  Metropolitan  Museum  with  the  same  scenes  as 
the  first  six  tapestries  of  the  series. 

NOTES 

1 .  The  houlette  or  Schaferschippe  is  a  long  stick  with  a  hollowed-out 
iron  piece  at  one  end,  used  to  throw  small  stones  or  earth  at  sheep 
straying  onto  cultivated  land.  As  is  shown  by  the  example  held  by 
the  man  in  the  center  of  the  tapestry,  the  other  end  could  be  a 
crook,  used  for  abstracting  a  single  sheep  from  the  flock.  The  im- 
plement is  found  in  eastern  France,  the  Netherlands,  and  Germany, 
that  is,  in  countries  in  which  sheep  might  be  kept  in  open  fields  with 
adjacent  crops  (Wolfgang  Jacobeit,  Schafhaltung  und  Schafer  im 
Zentraleuropa  bis  zum  Beginn  des  20,  Jahrhwtderts  [Berlin,  1961] 
pp.  478-84). 

2.  The  word  Je  is  added  from  the  example  at  Saint-L6  (Jules  Guiffrey, 
Les  Amours  de  Gotnbaut  et  de  Macee,  etude  sur  une  tapisserie 
franqaise  du  Musee  de  Saint-L6  [Paris,  1882]  p.  35,  n.  1). 

3.  Tiquet  may  be  the  name  of  the  game  that  is  about  to  be  played 
(Guiffrey,  Amours,  p.  3  5 ),  but  no  other  use  of  the  word  in  this  sense 
has  been  found.  Its  connotation  here  may  well  be  indecent. 

4.  Edmond  Huguet,  Dictionnaire  de  la  Langue  franqaise  du  seizieme 
siecle,  vol.  1  (Paris,  1925)  s.v.  "Aguet,  Agueter." 

5.  Guiffrey,  Amours,  pp.  27,  28;  J.  Barbaroux,  "Les  tapisseries  des 
Amours  de  Gombault  et  de  Macee  au  Musee  de  Saint-L6,"  Revue 
du  Departement  de  la  Manche  2  (i960)  pp.  187-200,  all  pieces 
illustrated. 

6.  Marthe  Crick-Kuntziger,  "Remarques  nouvelles  sur  les  tentures  de 
Gombaut  et  de  Macee,  la  solution  d'une  enigme,"  Bulletin  des 
Musees  Royaux  d'Art  et  d'Histoire,  3rd  ser.,  13  (May— June  1941) 
fig.  15. 

7.  Guiffrey,  Amours,  pp.  8-1 1,  26-47,  all  prints  illus. 

8.  J.  Versyp,  De  Geschiedenis  van  de  Tapijtkunst  te  Brugge  (Brussels, 
1954)  pi.  xxin. 

9.  Guiffrey,  Amours,  p.  28,  mentioned. 

10.  Exposicion  de  tapices,  exh.  cat.,  Museo  Nacional  de  Arte  Decora- 
tivo  (Buenos  Aires,  1939)  no.  18;  Arte  flamenco  en  las  colecciones 
argentinas,  exh.  cat.,  Museo  Nacional  de  Arte  Decorativo  (Buenos 
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Edouard  Joly)  and  attributed  to  Pierre  de  Godde,  was  sold  at 
Sotheby's,  London,  November  12, 1965  (no.  23  a),  and  at  the  Palais 
des  Beaux- Arts,  Brussels,  May  30, 1967  (no.  898,  illus.  in  color). 

16.  Crick-Kuntziger,  "A  propos,"  p.  35,  n.  22.  Sold  in  Brussels,  Palais 
des  Beaux- Arts,  December  9, 10, 1935  (no.  298). 

17.  Fenaille,  Gobelins,  vol.  1,  pp.  219—24,  illus.  pi.  facing  p.  222. 

18.  Guiffrey,  "Idylle,"  p.  360.  This  set  of  seven  pieces  lacks  Le  Repas, 
but  includes  La  Mort. 

19.  Jarmila  Blazkova,  Beroknt  tapiserie  ze  Sbtrek  C  S  R,  exh.  cat., 
Alsova  Jihoceska  galerie  (Hluboka  nad  Vltavov,  1974)  no.  3. 

20.  Versyp,  Geschiedenis,  pi.  xxn. 

21.  Juliette  Niclausse,  Tapisseries  et  tapis  de  la  Ville  de  Paris  (Paris, 
1948)  p.  70,  no.  136. 

22.  J.  D.  [  Jozef  Duverger],  "Aanwinsten  van  het  Stedelijk  Museum  te 
Brugge,"  Artes  Textiles  6  (1965)  p.  125,  pi.  1;  Phyllis  Ackerman, 
Tapestry,  the  Mirror  of  Civilization  (New  York,  1933)  pi.  xxv 
(owned  by  Germain  Seligmann  Co.);  V.  and  C.  Sternberg,  Exhibi- 
tion of  Important  Tapestries  (London,  1965)  no.  20,  illus.  (as 
formerly  in  the  collection  of  John  Ryan). 

23.  "Montal,  un  sauvetage  monumental,"  p.  100,  illus.  (on  wall  of 
bedroom). 

24.  Crick-Kuntziger,  "Remarques,"  fig.  17. 

25.  J.  Duverger  and  J.  Versyp,  "Tapijtwerk  in  het  Museum  te  Sint- 
Omaars  (Saint-Omer),"  Revue  Beige  dArcheologie  et  d'Histoire 
de  VArt  22  (1953)  p.  169,  pi.  6. 

26.  J.  Versyp,  "Een  Brugs  tapijt  in  het  Museum  te  Houston,"  Artes 
Textiles  6  (1965)  p.  127,  pi.  1. 

27.  J.  P.  Asselberghs,  Les  Tapisseries  flamandes  aux  Etats-Unis 
d'Amerique  (Brussels,  1974)  p.  38. 

28.  Guiffrey,  Amours,  pi.  facing  p.  49. 

29.  Fernand  Autorde,  "Gueret:  Le  Musee,"  Congres  Archeologique  de 
France,  LXXXIVe  session,  tenue  a  Limoges  en  1921  (Paris,  1923) 
p.  130,  mentioned. 

30.  Gazette  des  Beaux- Arts,  6th  ser.,  91(1978^.5,  illus. 
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24  Verdures  with  giant  leaves 

Two  fragments 


Flemish  (Grammont),  15  50-1600. 
Grammont  mark. 
Wool  and  silk. 

24a  11  ft.  x  7  ft.  5  in.  (3.35  m  x  2.26  m); 

24b  10  ft.  4  in.  x  4  ft.  9  in.  (3.15  m  x  1.45  m). 

1 1— 1 2  warps  per  inch,  5  per  centimeter. 

Rogers  Fund,  1906  (06.1030a  [24a];  06.1030b  [24b]). 


DESCRIPTION 

Both  pieces  are  filled  with  huge  twisting  pale  and  dark 
green  and  blue  leaves  with  serrated  edges;  one  in  each 
fragment  is  shown  torn  in  the  middle.  What  ground  is 
visible  between  them  is  very  dark  blue.  The  center,  now 
missing,  probably  showed  a  plant  with  long,  narrow, 
smooth-edged  leaves  rising  from  the  lower  border;1  the 
ends  of  some  of  these  leaves  are  visible  on  both  fragments. 
Thin  stalks  with  small  dull  yellow  and  dark  blue  leaves 
and  white  or  pale  yellow  flowers  spread  out  from  the 
missing  center  to  fill  spaces  between  the  giant  leaves.  One 
large  blue  and  yellow  bird  is  seen  in  the  middle  of  the 
larger  fragment  (24a)  and  another  has  its  head  cut  off  by 
the  present  right  edge.  A  small  blue  and  yellow  bird  and 
two  butterflies  with  blue  bodies  and  pale  yellow  wings 
also  appear  on  this  fragment.  The  smaller  fragment  (24b) 
has  a  large  blue  and  yellow  bird,  with  three  small  ones  in 
the  same  colors  above  it,  another  small  bird  partly  seen  on 
the  right,  and  a  yellow  snail  above. 

The  side  border  (seen  on  24a  only)  has  a  many-sided 
pale  yellow,  pale  green,  and  gray  pedestal  at  the  base, 
ornamented  with  a  yellow  lion-mask  with  blue  eyes  and 
two  blue  dolphin  heads.  From  this  rise  a  plant  with  long 
blue-green  leaves  and  a  dull  yellow  and  pale  brown  col- 
umn, decorated  with  yellow  animal  heads  and  yellow- 
eared  blue  creatures,  visible  only  in  the  center  of  the 
border,  where  it  expands  into  a  knob,  and  at  the  top;  a 
fantastic  capital  is  supported  by  two  blue  apelike  gro- 
tesque figures.  Elsewhere  the  border  is  filled  with  leaves 
and  flowers,  which  extend  freely  into  the  center  and  over 
the  outer  guard.  The  horizontal  borders  show  profuse 
swags  of  green,  blue,  and  yellow  leaves,  flowers,  and  fruit; 


they  are  held  by  pale  yellow  and  blue  ribbons,  with  blue 
tassels,  against  a  yellow  and  pale  brown  background. 
Long  yellow  and  green  gourds  are  conspicuous.  The 
guards,  seen  only  on  two  sides  of  24a,  are  dark  blue. 

The  town  mark  of  Grammont  (Geerardsbergen)2  ap- 
pears in  yellow  on  the  lower  left  on  24a. 

CONDITION 

The  smaller  piece,  24  b,  is  turned  under  at  the  bottom 
and  cut  at  the  right  side  as  well  as  in  the  center. 

MANUFACTURE  AND  DATE 

Though  tapestries  are  known  to  have  been  made  in 
Grammont  (Geerardsbergen)  from  the  late  fifteenth  to  the 
early  seventeenth  century,  verdures  of  the  type  of  24  are 
usually  dated  in  the  second  half  of  the  sixteenth.3 

RELATED  TAPESTRIES 

Though  all  the  motifs  of  24  can  be  found  in  other  ver- 
dures with  the  Grammont  mark,  such  as  two  in  the  Kunst- 
gewerbemuseum,  Cologne  (Clemens  Collection),  two  in 
the  Austrian  National  Collection,  and  one  in  the  Hamburg 
Museum  fur  Kunst  and  Gewerbe,4  as  well  as  in  others 
without  marks,  such  as  the  pieces  in  the  Boston  Museum 
of  Fine  Arts,  the  Fine  Arts  Museums  of  San  Francisco,5 
and  the  Cinquantenaire  museum,  Brussels,6  no  other 
tapestries  are  sufficiently  similar  to  be  considered  as 
belonging  to  the  same  set. 

HISTORY 

Purchased  for  the  MMA  from  the  Paris  dealer  Heilbronner  in 
1906  through  the  Rogers  Fund. 

PUBLICATIONS 

MMA  Annual  Report  1907,  p.  60.  Listed  in  purchases  from 
Jacob  S.  Rogers  Fund  as  Italian,  seventeenth  century. 
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Hunter,  George  Leland,  Tapestries,  Their  Origin,  History  and 
Renaissance.  New  York,  1912,  p.  264.  Mentioned  as  Renais- 
sance verdures. 

Candee,  Helen  Churchill.  The  Tapestry  Book.  New  York, 
1912,  pi.  facing  p.  54  [24b].  Called  French  Gothic.  Repeated 
without  change  in  1935  reprint. 

Hunter.  Practical  Book  of  Tapestries,  p.  137.  Mentioned  as 
three  fragments,  called  Enghien,  mid-sixteenth  century. 

NOTES 

1.  This  is  the  central  feature  of  the  very  similar  but  unmarked  tapestry 
in  the  Museum  of  Fine  Arts,  Boston  (Adolph  S.  Cavallo,  Tapestries 
of  Europe  and  of  Colonial  Peru  in  the  Museum  of  Fine  Arts,  Boston 
[Boston,  1967]  no.  28,  illus.),  and  of  the  two  Grammont  examples, 
both  from  the  same  set,  in  the  Austrian  National  Collection 
(Ludwig  Baldass,  Die  Wiener  Gobelinssammlung  [Vienna,  1920] 
nos.  105, 106). 

2.  Gobel,  Wandteppiche  /,  vol.  1,  p.  20  of  list  of  marks. 

3.  Gobel,  Wandteppiche  I,  vol.  1,  p.  501. 

4.  Gobel,  Wandteppiche  J,  vol.  1,  p.  501;  vol.  2,  pi.  471. 

5.  Anna  G.  Bennett,  Five  Centuries  of  Tapestry  from  the  Fine  Arts 
Museums  of  San  Francisco  (San  Francisco,  1976)  no.  30.  Called 
possibly  Grammont. 

6.  Marthe  Crick-Kuntziger,  Catalogue  des  tapisseriesy  Musees  Royaux 
d'Art  et  de  Histoire  (Brussels,  1956)  no.  41,  pi.  50b.  Called  prob- 
ably Grammont. 
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25  The  Lewknor  Armorial  Table  Carpet 


Flemish  (probably  Enghien);  dated  1564;  made  for  a  member 

of  the  Lewknor  family  of  Sussex,  England, 
Wool  and  silk. 

7  ft.  6  in.  x  16  ft.  4  in.  (2.29  m  x  4.98  m). 
22-24  warps  per  inch,  7-9  per  centimeter. 
Fletcher  Fund,  1959  (59.33). 


DESCRIPTION 

The  ground  of  the  central  section  is  dark  blue.  The 
middle  coat  of  arms  is  Lewknor  (Azure  three  chevrons 
argent),1  shown  as  white  on  pale  blue,  impaling  Messant 
(Or  three  lozenges  gules  quartering  gules  three  fleurs-de- 
lis  or),  shown  as  red  and  yellow.  It  is  surrounded  by  a 
scrolling  framework  in  yellow-white  and  orange-red,  and 
is  supported  by  dull  white  ribbons  that  hang  from  a  bow 
at  the  top  and  are  held  on  either  side  by  fair-haired  nude 
youths,  with  flesh  tones  slightly  lighter  than  the  ribbons. 
The  ribbons  end  in  large  tassels.  The  boys  are  mirror 
images,  except  for  some  differences  in  their  hair;  they 
stand  on  a  blue  hillock,  which  is  dotted  with  flowering 
plants  with  blue  and  white  leaves.  The  central  plant  has 
blue  flowers  and  is  flanked  by  two  cowslips  with  white 
flowers,  two  daisies  with  white  flowers  touched  with  blue, 
yellow,  and  red,  and  two  strawberry  plants  with  white 
flowers  and  pale  pink  fruit.  The  central  shield  is  encircled 
by  a  wreath  of  blue  and  white  leaves,  blue  flowers,  and 
fruit,  including  orange- red  apples  (or  possibly  pomegran- 
ates), blue  grapes,  and  pale  pink  cherries. 

On  the  left,  the  large  shield  is  Lewknor  impaling  Tregoz 
(Azure  two  bars  gemelles  and  in  chief  a  leopard  or),  shown 
as  pale  blue  and  white,  the  leopard  in  pale  yellow  and 
orange-red.  It  has  a  frame  similar  to  that  of  the  central 
shield,  but  is  encircled  by  a  wreath  of  blue-green  leaves, 
held  in  four  places  by  blue  gadrooned  rings,  with  dull 
yellow  cherries  and  apples  and  blue  plums,  at  regular  in- 
tervals. The  shield  on  the  right  is  Camoys  (Or  on  a  chief 
gules  three  roundels  or),  shown  as  red  and  pale  yellow, 
quartering  De  Spencer  (Argent  a  bend  sable  quartering 
gules  a  fret  or),  shown  as  white,  dark  brown,  red,  and  pale 
yellow.  It  has  a  similar  frame  and  wreath,  but  the  apples 
and  plums  are  all  dull  yellow  and  orange-red  and  are 
slightly  differently  arranged. 


The  interstices  of  the  main  motifs  are  filled  with  curving 
stems  and  leaves  in  pale  blues,  with  flowers.  Above  the 
central  shield  to  the  left  is  a  spray  with  blue  flowers;  to  the 
right,  one  with  white  honeysuckle.  The  remaining  flower- 
ing stalks  on  the  left  and  right  are  mirror  images  with 
minor  differences.  Below  the  central  wreath  are  pale  pink 
double  roses,  which  are  also  found  behind  the  boys' 
heads.  In  the  upper  corners  and  on  either  side  of  the  cen- 
tral hillock  are  white  lilies,  some  with  orange-red  details. 
In  the  lower  corners  are  white  single  roses  and  between 
these  and  the  hillock  are  white  lilies.  Tall  plants  with 
differently  shaped  blue  flowers  stand  immediately  behind 
the  boys. 

The  narrow  bands  on  either  side  of  the  main  border  are 
edged  with  white,  pale  blue,  and  pale  yellow  stripes;  they 
have  dull  yellow  grounds  and  are  ornamented  with  twisted 
blue  and  white  ribbons,  with  blue  and  white  trefoils  in  the 
interstices.  The  main  border  has  a  pale  yellow  ground 
with  fourteen  coats  of  arms  in  medallions  with  blue  bor- 
ders and  very  dark  blue  grounds.  They  are  arranged  so  as 
to  be  upright  if  the  tapestry  were  spread  over  a  table.  The 
lower  central  shield  (Lewknor)  is  surmounted  by  a  blue 
and  white  helmet  with  a  greyhound,  the  Lewknor  crest,2 
on  it,  and  blue  and  pale  brown  leafage;  the  others  have 
frames  similar  to  those  of  the  central  shields.  Reading 
counterclockwise  from  the  lower  central  shield  as  the  first, 
the  second  has  Lewknor  impaling  La  Warr  (Gules  crusily 
fitchy  a  lion  rampant  argent),  shown  as  red,  pale  yellow, 
and  brown,  quartering  Cantelupe  (Azure  three  leopards' 
heads  inverted  jessant  de  lys  or),  shown  as  pale  blue  and 
white  with  touches  of  orange-red  and  dark  brown.  The 
third  shield  is  Moyne  (Argent  two  bars  and  in  chief  three 
molets  sable),  shown  as  white  and  dark  brown,  impaling 
Holland3  (Azure  floretty  a  leopard  rampant  argent), 
shown  as  pale  blue  and  pale  yellow.  The  fourth  is  Camoys, 
as  on  the  large  shield,  and  the  fifth  Lewknor  impaling 
Camoys.  The  sixth  is  Camoys  impaling  Meulx  (Azure  three 
pales  or  on  a  chief  gules  three  crosses  patty  argent),  shown 
as  white,  pale  yellow,  and  red.  The  seventh  is  Lewknor 
impaling  Tregoz,  as  in  the  large  shield  on  the  left;  the 
eighth,  Lewknor  impaling  Messant,  as  on  the  central  shield 
immediately  below.  The  ninth  has  Lewknor  impaling  Pel- 
ham  (Azure  three  pelicans  argent),  shown  as  pale  blue  and 
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white,  with  dark  brown  details.  The  tenth  is  Camoys 
impaling  Moyne,  and  the  eleventh  Lewknor  impaling 
Dalingridge  (Argent  a  cross  engrailed  gules),  shown  as 
white  and  red.  The  twelfth  is  Lewknor  impaling  Hussey 
(Barry  ermine  and  gules),  shown  as  white  and  red,  with 
one  bar  yellow.  The  thirteenth  is  Lewknor  impaling  Doy- 
ley  (Gules  three  stags'  heads  or),  shown  as  red  and  pale 
brown.  The  fourteenth  is  Lewknor  with  a  difference,  a 
silver  label  of  three  points,  shown  as  white  outlined  in 
black,  impaling  Audley  quartering  Tuchet  (Ermine  a  chev- 
ron gules),  shown  as  white,  dark  brown,  and  red. 

The  spaces  between  the  medallions  are  filled  with  blue 
and  white  leaves,  flowers  in  dull  yellow,  blue,  and  white, 
and  fruit  in  yellow,  white,  and  orange-red.  The  upright 
borders  are  alike,  with  minor  differences  in  coloring.  There 
are  five  elements  filling  the  twelve  spaces  in  the  horizontal 
borders,  differently  arranged  and  colored  above  and  be- 
low. Among  the  fruits  are  pomegranates,  gourds,  and 
grapes.  A  tablet  in  the  lower  right  corner  has  a  dull  yellow 
and  dark  brown  frame  with  an  inscription  in  yellow  silk 


on  a  pale  blue  silk  ground  reading:  an-dni-1564  (Anno 
Domini  1564)  (see  detail).  The  guards  are  a  rather  light 
blue.  Silk  is  very  sparingly  used,  chiefly  in  the  yellows. 

CONDITION 

The  dark  browns  throughout  are  largely  replacements 
and  there  are  numerous  small  repairs.  The  colors  are  much 
faded. 


SUBJECT 

The  coats  of  arms  commemorate  Sir  Roger  Lewknor 
(1465— 1543),  of  Camoys  Court  and  Bodiam  Castle,  Sus- 
sex, his  three  wives,  and  some  of  his  ancestors  or  relations. 
The  central  one  is  that  of  Sir  Roger  and  his  third  wife, 
Elizabeth  Messant,  whose  family  was  of  Flemish  origin.4 
The  shield  on  the  left  is  presumed  to  record  the  marriage 
of  Sir  Thomas  Lewknor,  great-great-great-grandfather  of 
Sir  Roger,  to  Joane  D'Oyley,  or  Doyley,  whose  mother 
was  Margaret  Tregoz;  that  on  the  right,  a  Camoys-De 
Spencer  marriage,  of  which  there  is  no  confirmation, 
though  Sir  Roger's  grandfather,  also  Sir  Roger,  married 
Eleanor  Camoys.  Continuing  in  a  counterclockwise  direc- 
tion, the  second  shield  refers  to  the  marriage  of  Sir  Roger's 
uncle,  also  Sir  Roger,  to  Mary  La  Warr;  the  relevance  of 
the  third,  Moyne-Holland,  the  sixth,  Camoys-Meulx,  and 
the  tenth,  Camoys-Moyne,  is  not  known.  The  fourth  and 
fifth  record  the  Lewknor-Camoys  marriage  already  men- 
tioned. The  ninth  commemorates  Sir  Roger's  father,  Sir 
Thomas,  and  mother,  Katharine  Pelham;  the  eleventh 
records  the  marriage  of  Sir  Roger's  great-grandfather,  Sir 
Thomas,  with  Philippa  Dalingridge;  the  twelfth,  Sir 
Roger's  second  wife,  Constance  Hussey,  and  the  four- 
teenth, his  first,  Eleanor  Audley  (the  label  presumably 
indicates  that  this  marriage  took  place  before  his  father's 
death). 


PLACE  OF  MANUFACTURE 

The  Flemish  origin  of  this  tapestry  is  now  generally 
accepted.  It  was  probably  woven  in  Enghien;  the  same 
color  scheme  and  narrow  bands  of  the  borders  are  found 
on  a  large-leaf  verdure  with  the  mark  of  this  town  in  the 
Kunsthistorisches  Museum,  Vienna.5  The  guards  are  a 
lighter  blue  than  the  standard  Brussels  example,  a  sign  of 
Enghien  workmanship,6  and  the  nude  boys  can  be  com- 
pared to  the  playing  children  in  the  set  with  the  town  mark 
in  the  Musee  Communal  of  Enghien.7 


HISTORY 

Made  in  1564,  presumably  for  Sir  Roger's  widow  or  one  of  his 
daughters. 

Bequeathed  by  his  youngest  daughter,  Constance  Glenham,8  in 

1634,  to  a  Lewknor  cousin  of  West  Dean,  Sussex. 
Mentioned  in  the  inventory  made  after  the  death  of  Richard 


Lewknor  of  West  Dean,  Sussex,  in  163  5,  as  in  the  "Dynninge 
Room":  "Item  one  Arras  Carpet  with  the  Lukenors  Armes  on 
it.  [£io]."9  Mentioned  in  a  memorandum  of  1662, 
unsigned,  but  in  the  handwriting  of  Sir  John  Lewknor  (1623- 
1669):  "Remember  to  keep  safe  ye  Carpet  of  Armes  now 
aged  about  100  yeares,  wctl,  in  ye  failure  of  the  elder  house 
totalie  consuming  itselfe  by  daughters  and  heires  and  passing 
into  other  names  was  sent  hither  by  Constance  Glenham  of 
Trotton,  who  was  one  of  those  heires,  for  record  to  the 
younger  house  and  whole  name."10 
The  tapestry  remained  in  the  Lewknor  family  until  1706,  when 
it  was  inherited  by  Elizabeth  Martin,  whose  grandfather  was 
a  Lewknor.  It  went  in  1737  to  her  cousin,  Thomas  Knight, 
who  took  it  to  Chawton  House,  Hampshire,  where  it  re- 
mained in  the  possession  of  the  Knight  family11  until  shortly 
before  it  was  sold  at  Sotheby's,  London,  December  12, 1958 
(no.  92,  illus.). 

Acquired  for  the  MMA  at  the  Sotheby's  sale  through  the 
Fletcher  Fund. 


PUBLICATIONS 

"Chawton  House,  Hants,  the  Seat  of  Mr.  M.  G.  Knight."  Coun- 
try Life  13  (June  27,  1903)  pp.  878,  881.  Described  as  the 
Lewknor  armorial  tapestry,  dated  1564,  brought  from  West 
Dene  [sic]  to  Chawton  in  1737;  1662  memorandum  tran- 
scribed. 

Leigh,  William  Austen,  and  Knight,  Montagu  George.  Chaw- 
ton Manor  and  Its  Owners.  London,  191 1,  pp.  146-47,  illus. 
facing  p.  146.  Called  probably  French. 

Thomson,  W.  G.  Tapestry  Weaving  in  England.  London,  19 14, 
pp.  52,  54,  fig.  8.  Called  English  and  compared  with  the 
Seasons  at  Hatfield. 

Humphreys,  John.  "Elizabethan  Sheldon  Tapestries."  Archae- 
ologica  74  (1923-24)  p.  199.  Attributed  to  the  Sheldon  man- 
ufactory at  Barcheston. 

Hunter.  Practical  Book  of  Tapestries,  p.  219.  Mentioned  as  at 
Chawton  Manor,  attributed  to  Barcheston. 

Thomson,  W.  G.  "English  Tapestries  I."  Apollo  1  (1925)  p.  30, 
illus.  Attributed  to  the  Sheldon  manufactory. 

Kendrick,  A.  F.  "Some  Barcheston  Tapestries."  Walpole  Soci- 
ety 14  (1926)  p.  34.  Called  Sheldon,  but  with  unusually  fine 
weaving. 

Macquoid,  Percy,  and  Edwards,  Ralph.  The  Dictionary  of  Eng- 
lish Furniture.  Vol.  3.  London,  1927,  pp.  294,  296,  fig.  2. 
Called  Sheldon. 

Barnard,  E.  A.  B.,  and  Wace,  A.  J.  B.  "The  Sheldon  Tapestry 
Weavers  and  Their  Work."  Archaeologia  28  (1928)  p.  305. 
Design  and  drawing  said  to  be  too  elaborate  for  Sheldon 
manufactory  and  character  of  foliage  and  figures  unparalleled 
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in  undoubted  Sheldon  works. 

Lambarde,  Fane.  "The  Lewknor  Carpet."  Sussex  Archaeologi- 
cal Collections  70  (1929)  pp.  1-7,  illus.  facing  p.  1.  All  arms 
described  and  relationships  elucidated. 

Thomson,  W.  G.  A  History  of  Tapestry.  2nd  rev.  ed.  London, 
1930,  pp.  267, 268,  illus.  Said  to  have  been  probably  made  at 
Barcheston.  3rd  rev.  ed.  Wakefield,  England,  1973,  p.  268, 
illus. 

Gobel.  Wandteppicbe  III.,  vol.  2,  p.  160.  Said  to  be  certainly 
Netherlandish  work,  not  in  the  least  similar  to  Sheldon. 

Hussey,  Christopher.  "Chawton  House,  Hampshire — I." 
Country  Life  97  (February  2,  1945)  pp.  202,  203,  figs.  10 
(hanging  above  fireplace  in  library),  11.  Called  Sheldon.  De- 
tails of  inheritance  after  1737  given. 

King,  Donald.  "Textiles."  In  Connoisseur  Period  Guides:  The 
Tudor  Period  ijoo—1603.  London,  1956,  p.  104.  Listed 
among  tapestries  woven  in  the  Netherlands  for  English 
patrons. 

Davis,  Frank.  "Talking  about  Sale-Rooms:  Mahogany,  Tapes- 
try and  Alabaster."  Country  Life  125  (January  15,  1959)  p. 
98,  fig.  3.  Called  Sheldon. 

MMA  Annual  Report  1958-1959.  In  MMA  Bulletin,  n.s.  18 
(1959-60)  p.  60.  Acquisition  mentioned. 

Sotheby's  215th  Season.  London,  1959,  pp.  54,  55,  illus.  Said  to 
be  generally  attributed  to  the  Sheldon  weavers. 

C.  R.  H-S.  [Humphery-Smith].  "The  Lewknor  Carpet."  The 
Coat  of  Arms  5  (1959)  pp.  170,  171,  illus.  G.  Wingfield 
Digby  quoted  as  believing  the  tapestry  to  be  Flemish. 

Standen,  Edith  A.  "The  Carpet  of  Arms."  MMA  Bulletin,  n.s. 
20  (1961-62)  pp.  221-3 1,  figs.  I_3-  Called  Flemish,  possibly 
after  an  English  design;  the  floral  stems  compared  to  English 
embroideries. 

Raoul,  Rosine.  "New  York  Letter."  Apollo  77  (1962)  pp.  550- 
52,  illus. 

Mayorcas,  M.  J.  English  Needlework  Carpets.  Leigh-on-Sea, 
1963,  p.  28,  pi.  3.  Called  possibly  Netherlandish  or  more 
likely  Flemish  work. 

Standen,  Edith  A.  Western  European  Arts:  The  Metropolitan 


Museum  of  Art  Guide  to  the  Collections.  New  York,  1964,  p. 
12,  fig.  14. 

Thomson,  Francis  Paul.  Tapestry,  Mirror  of  History.  Newton 
Abbot  and  London,  1980,  p.  99,  fig.  42.  Said  to  have  been 
probably  made  at  Barcheston. 

Wingfield  Digby,  George.  Victoria  and  Albert  Museum,  The 
Tapestry  Collection:  Medieval  and  Renaissance.  London, 
1980,  p.  52.  Mentioned,  as  among  notable  examples  of  tap- 
estries bought  in  Flanders  by  the  English  aristocracy  with 
their  coats  of  arms. 

NOTES 

1.  The  name  is  also  spelled  Lewkenor.  The  heraldic  descriptions  and 
identifications  are  from  Lambarde,  "Lewknor  Carpet,"  pp.  5,  6. 
They  are  not  always  identical  with  those  given  in  the  1958  Sotheby 
catalogue.  Leigh  and  Knight,  Chawton  Manor,  pp.  146—47,  give 
the  names  of  the  families  represented  as  Tregoz,  Camoys,  Cul- 
peper,  Audley,  Touchet,  Dalingrig,  Grimsted,  D'Oyley,  Delawarr, 
Cantilupe,  Moyne,  Bruse,  Gournay,  and  Pelham. 

2.  The  Lewknor  crest  was  a  white  greyhound  with  a  red  collar  (Lam- 
barde, "Lewknor  Carpet,"  p.  5). 

3 .  This  coat  is  called  Brewes  in  the  Sotheby  catalogue,  with  no  record 
of  a  Moyne-Brewes  marriage.  It  has  also  been  called  Braose,  a  name 
that  occurs  in  the  Lewknor  pedigree  (William  Durrant  Cooper, 
"Pedigree  of  the  Lewknor  Family,"  Sussex  Archaeological  Collec- 
tions 3  [1 850]  p.  92).  This  family  has  Azure  consilly  a  lion  rampant 
(crowned)  or  (Lambarde,  "Lewknor  Carpet,"  p.  5). 

4.  C.  R.  H-S.,  "Lewknor  Carpet,"  p.  171.  The  Messant  arms  are  not 
recorded  elsewhere  (Lambarde,  "Lewknor  Carpet,"  p.  4). 

5.  Dora  Heinz,  Europaische  Wandteppicbe,  vol.  1  (Brunswick,  1963) 
color  pi.  xiii. 

6.  Information  from  J.  P.  Asselbergbs. 

7.  Tresors  d3art  d'Enghien,  exh.  cat.  Hotel  de  Ville,  Eglise  decanale, 
Couvent  des  P.  P.  Capucins  (Enghien,  1964)  nos.  3-7. 

8.  Also  spelled  Glemham  (Victoria  History  of  the  County  of  Sussex, 
vol.  4  [London,  1953]  p.  35;  vol.  9  [1937]  p.  263). 

9.  Information  from  Mrs.  E.  Cottrill,  County  Archivist,  Hampshire. 

10.  It  is  not  known  whether  this  document  (first  published  in  Country 
Life  in  1903)  is  still  in  existence.  Minor  differences  are  found  in  the 
published  versions,  probably  caused  by  copyists'  errors. 

11.  The  names  of  the  various  owners  and  their  relation  to  each  other 
are  given  in  Hussey,  "Chawton  House,"  p.  203,  and  in  Emma 
Austen-Leigh,  Jane  Austen  an d  Steventon  (London,  1937)  p.  52. 
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26  Verdures  with  animals  and  landscapes 


Flemish  or  Dutch,  about  1600. 
Wool. 

26a  7  ft.  4  in.  x  7  ft.  4  in.  (2.24  m  x  2.24  m); 

26b  7  ft.  2  in.  x  7  ft.  1  in.  (2.18  m  x  2.16  m). 

9—1 1  warps  per  inch,  4—5  per  centimeter. 

Gift  of  Lady  Maud  E.  Marriott,  Mrs.  Margaret  D.  Ryan,  Roger 

W.  Kahn  and  Gilbert  W.  Kahn,  children  of  the  late  Otto  H. 

Kahn  and  Addie  W.  Kahn,  1956  (56.54.3  [26a];  56.54.4 

[26b]). 

DESCRIPTION 

Both  pieces  show  a  dull  gray  sky,  woven  in  narrow 
horizontal  strips  separated  by  slits,  and  a  distant  land- 
scape with  blue  hills,  gray  and  blue  fields,  and  gray  build- 
ings with  dull  yellow  or  dark  blue  roofs,  blue  windows, 


and  brown  doors.  The  trees  have  blue-green  and  white 
foliage  and  pale  brown  trunks.  The  foregrounds  are  filled 
with  huge  leaves  and  flowers  in  shades  of  blue,  blue-green, 
and  white,  with  dark  brown  spaces  between  them.  26a 
shows  three  pale  yellow-gray  stags  in  the  center;  the  spots 
on  their  antlers  are  blue  and  brown.  A  gray  and  blue  duck 
flies  above  them.  On  the  left  is  a  gray  fox  with  a  bushy  tail 
and  a  gray  bird  perched  above.  Another  yellow-gray  bird 
stands  on  a  leaf  to  the  right,  above  a  lily.  A  yellow-gray 
feline  is  seen  to  the  right  of  the  lily  and  parts  of  another 
bird  and  a  squirrel  are  visible  on  the  extreme  right,  sitting 
in  a  tree.  26b  has  a  leopard  and  a  lion  below  in  dull  yellow 
and  brown,  with  blue  eyes.  Above  the  leopard  is  a  yellow- 
gray  dragon  with  blue  marks  on  its  wings.  To  the  right  is  a 


gray  fox  and  two  birds,  the  upper  one  with  blue  stripes  on 
its  wings,  holding  a  worm  in  its  mouth.  There  is  a  gray 
rabbit  in  the  lower  right  corner.  Both  pieces  are  bordered 
with  a  modern  cloth  band.  The  heavy  outlines  throughout 
are  dark  brown  or  black. 

CONDITION 

Both  pieces  are  cut  on  all  sides  and  have  repaired  areas 
throughout. 

MANUFACTURE  AND  DATE 

Very  similar  birds  and  animals  appear  on  two  tapestries 
of  the  same  type  in  a  Dutch  collection,  called  Gouda(?), 
about  1600  or  later.1  Others,  in  German  collections,  have 
been  called  Oudenaarde(P),  beginning  of  the  seventeenth 


century,  and  Flemish  rural  work,  1600-50.2 

EXHIBITION 

New  York,  The  Queens  Museum,  1974.  The  Artist's  Menagerie: 
Five  Millennia  of  Animals  in  Art,  cat.  nos.  100,  101,  illus. 
[26a]. 

PUBLICATION 

MMA  Annual  Report  1955-1956.  In  MMA  Bulletin,  n.s.  15 
(1956-57)  pp.  44, 46.  Listed  among  gifts  received  in  1956. 

NOTES 

1.  G.  T.  van  Ysselsteyn,  Geschiedenis  der  Tapijtweverijen  in  de 
Noordlijke  Nederlanden  (Leiden,  1936)  vol.  i,  pp.  268,  269,  pis. 
98,99. 

2.  Gobel,  Wandteppiche  J,  vol.  1,  pp.  476,  513;  vol.  2,  pis.  456, 474. 


2  7  The  Moon  and  Her  Children 

From  a  set  of  the  Planets 


Flemish  or  French,  mid-sixteenth  century. 
Wool. 

ii  ft.  6  in.  x  17  ft.  5  in.  (3.51  mx  5.31  m). 
13-14  warps  per  inch,  5-6  per  centimeter. 
The  Lillian  Stokes  Gillespie  Collection,  Bequest  of  Lillian 
Stokes  Gillespie,  19 15  (15. 12 1.7). 


DESCRIPTION 

The  fair-haired  Moon  wears  a  double  scarf,  one  red 
band  tied  around  her  head  and  a  yellow  one  falling  over 
her  right  shoulder,  both  ends  streaming  out  behind  her. 
She  has  a  blue  dress  and  rides  across  a  dark  blue  sky  in  a 
gray  and  brown  chariot  drawn  by  two  fair-haired  girls  in 
blue,  red,  and  yellow.  She  holds  a  yellow  crescent  with  a 
profile  face  in  her  left  hand  and  a  yellow  horn  in  her  right. 
There  is  a  red  cushion  at  her  feet.  On  the  chariot  wheel  is 
the  brown  zodiac  sign,  the  Crab,  of  the  Moon's  "house." 
In  the  background  is  a  yellow  crescent.  The  group  is  sur- 
rounded by  gray  and  brown  clouds. 

The  wide  landscape  below  consists  largely  of  water  in 
shades  of  blue  and  gray.  On  a  bank  at  the  left  stands  a 
fair-haired  youth  in  red,  dipping  a  long  brown  pole  with  a 
blue  net  scoop  at  its  end  into  the  water.  Near  him,  a  dark- 
haired  bearded  man  in  a  gray  shirt  holds  one  end  of  a  long 
brown  net;  the  other  end  is  in  the  hands  of  a  man  standing 
in  the  water.  He  is  nude  except  for  a  short  pale  yellow  skirt 
tied  around  his  loins.  Farther  to  the  right,  a  similarly 
dressed  man  standing  in  the  water  holds  a  brown  club 
above  his  head.  Below  him,  almost  hidden  by  the  bank,  is 
a  man  with  a  dull  yellow  cap  and  a  stick;  another  dark- 
haired  man,  seen  only  to  the  waist,  is  also  in  the  water.  On 
the  far  right  are  the  head  and  arm  of  a  boy  emerging  from 
the  water  and,  above  him,  a  nude  boy  climbing  onto  the 
bank.  A  man  in  dull  yellow  and  pale  red  holds  a  fishing  rod 
with  a  blue  fish  on  the  end  of  the  line;  a  red  bag  lies  on  the 
ground  at  his  feet.  A  man  in  the  water,  wearing  gray 
drawers,  holds  a  red-brown  net;  there  is  a  brown  boat  to 
the  left,  poled  by  a  man  in  red  and  gray.  On  the  bank  by 
the  prow  of  the  boat  is  a  nude  kneeling  man,  putting  a  blue 


fish  into  a  brown  basket.  On  the  left  a  man  is  sitting  at  a 
brown  table  under  a  tree  with  a  red-brown  trunk,  blue- 
green  leaves,  and  dull  yellow  fruit;  he  wears  a  red  hat  and 
stockings  and  a  blue  coat,  with  a  yellow  pouch  at  his  side. 
On  the  other  side  of  the  table  are  two  standing  men,  hold- 
ing oars;  one  is  nearly  nude  except  for  a  tall  dull  yellow 
hat,  the  other  is  in  pale  red.  Below  the  table  is  a  brown 
container  with  blue  fish  and  to  the  left  a  yellow-gray  and 
pink  inn,  with  a  yellow  dish  above  the  door  and  two  oth- 
ers hung  from  a  protruding  pole.  Some  green  bushes  and  a 
tree  with  a  red-brown  trunk  are  seen  on  the  left.  On  the  far 
right,  behind  the  fishing  man,  is  a  gray,  brown,  and  pink 
water  mill;  a  man  in  red  and  blue  is  approaching  it  with  a 
laden  gray  mule,  and  a  small  brown  boat  is  moored  along- 
side. In  the  distance  on  the  right  is  a  clump  of  blue-green 
trees  with  brown  trunks;  a  man  in  red  and  blue  is  seen 
among  them.  On  the  left  are  two  men  in  red,  blue,  and 
yellow  with  long  blue-tipped  weapons;  on  the  hill  above 
them  are  other  figures.  The  sky  is  in  shades  of  blue  and 
gray,  with  a  triangle  of  flying  brown  birds.  The  distant 
landscape  shows  fields,  trees,  fantastic  rocks,  castles, 
churches,  and  other  buildings  with  blue  or  red  roofs,  in 
shades  of  blue,  gray,  brown,  and  dull  yellow.  Pale  blue 
mountains  are  visible  on  the  skyline.  In  the  center  fore- 
ground is  a  hollow  tree  stump  in  shades  of  brown,  gray, 
and  dull  yellow,  with  dark  green  foliage  on  top;  on  this 
stands  a  blue,  yellow,  and  gray  parrot  with  a  red  beak.  On 
either  side  is  a  rocky  bank  with  flowering  plants  in  shades 
of  brown,  gray,  green,  blue,  and  pale  yellow.  A  dull  yellow 
mullein  with  a  blue  bird  perched  on  it,  bulrushes  with 
brown  heads,  and  a  strawberry  plant  with  red  berries  can 
be  distinguished. 

The  border  has  a  red-brown  ground  and  a  central  core 
of  a  pale  yellow-green  palm  stem.  Around  this  are  swags 
of  leaves,  flowers,  and  fruit  in  tones  of  blue,  green,  red, 
yellow,  brown,  and  gray.  In  the  center  of  the  lower  border 
is  a  yellow  medallion  inscribed  IA  (probably  the  remains 
of  the  final  letters  of  lvna);  it  is  held  by  two  nude  kneeling 
children.  In  the  lower  corners  nude  children  with  red  and 
blue  wings  hold  gray  ribbons  attached  to  the  floral  swags 
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fig.  18.  Luna,  by  Barthel  Beham.  Woodcut.  MMA,  Harris  Brisbane 
Dick  Fund,  1929  (29.75.2f21]). 


and  two  others,  without  wings,  do  the  same  in  the  upper 
border.  The  inner  and  outer  guards  are  orange-brown. 

Many  figures  have  coarse  outlines  in  red-brown,  occa- 
sionally in  dark  blue. 

CONDITION 

A  piece  of  the  lower  border  running  from  the  left  side  of 
the  medallion  to  the  section  under  the  mullein  plant  is  a 


replacement.  A  vertical  cut  at  this  point,  extending  to  the 
top  of  the  tapestry,  has  been  crudely  repaired.  A  shorter 
vertical  cut  to  the  right  of  the  man  with  a  club  shows 
similar  repair.  Large  and  small  repaired  areas  are  visible 
over  the  entire  surface. 


SUBJECT 

The  set  shows  the  planets  and  people  born  under  their 
influence,  their  "children,"  engaged  in  the  occupations  to 
which  their  nativity  has  doomed  them.  The  Moon,  as  one 
of  the  planets,  rules  the  element  of  water,  so  her  children 
become  swimmers,  sailors,  and  fishermen,  or  operate  wa- 
ter mills.  She  is  continually  changing  shape  and  conse- 
quently also  governs  travelers  and  charlatans.1 

In  27,  the  Moon  is  shown  as  Diana  in  a  chariot  drawn 
by  two  of  the  goddess's  nymphs.2  She  and  the  Sun  have 
only  one  "house,"  or  zodiacal  sign,  instead  of  the  two 
allotted  to  the  other  planets,  so  her  chariot  has  only  one 
pair  of  wheels  and  one  sign  of  the  zodiac.3  The  occupa- 
tions of  her  children  include  the  usual  fishing  and  boating; 
the  water  mill  is  also  common  in  representations  of  this 
subject.4  The  group  around  the  table  outside  an  inn  under 
a  tree  is  more  clearly  interpreted  elsewhere;  it  consists  of  a 
wandering  conjurer  or  charlatan  deceiving  some  yokels.5 

The  man  with  the  long-handled  dipper  or  ladle  is  pre- 
sumably catching  any  fish  that  may  escape  through  the 
meshes  of  the  net  that  is  being  dragged  across  the  pond; 
the  man  raising  a  club  may  be  driving  the  fish  toward  the 
net. 


SOURCE  OF  THE  DESIGN 

The  design  is  adapted  from  a  German  woodcut  of  153 1 
(fig.  18)  by  Barthel  Beham  (1502— 1540). 6  The  Moon  in 
her  chariot  surrounded  by  clouds  has  been  fairly  closely 
copied,  in  reverse;  the  landscape  and  figures  below  have 
not  been  reversed.  A  few  elements  of  the  print,  such  as  the 
distant  ship,  the  bird  trap  on  the  hillside,  and  some  far-off 
figures,  were  omitted.  The  foreground  rocks  and  vegeta- 
tion, the  two  men  seen  just  emerging  from  the  water,  the 
nude  boy  kneeling  by  the  boat,  and  the  tree  in  the  upper 
left  corner  are  additions. 

The  Beham  woodcut  itself  contains  features  derived 
from  the  fifteenth-century  Florentine  print,  which  has  an 
extremely  similar  version  of  the  Moon  and  her  chariot;7 
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27 


the  group  is  also  found  on  the  ceiling  by  Perugino  and 
assistants  of  the  Udienza  del  Cambio,  Perugia,8  and  on  a 
sixteenth-century  Limoges  enamel  plate  in  the  Jacquemart- 
Andre  Museum,  Paris. 

The  figures  on  the  tapestry,  however,  differ  markedly 
from  those  of  the  German  woodcut.  They  are  slender  and 
mannered,  rather  than  stocky  and  realistic.  The  man  with 
the  dipper  and  the  boy  fishing  wear  fluttering  drapery 
instead  of  simple  peasant  costumes.  The  poses  and  ges- 
tures of  all  the  figures  are  languid  and  graceful  rather  than 
vigorous  and  muscular.  The  same  characteristics  are 
found  in  the  Mars  of  the  same  set  and  the  Mercury  and  Sun 
from  a  related  set. 


MANUFACTURE  AND  DATE 

The  border  and  landscape  are  typically  Flemish  of  the 
mid-sixteenth  century,  but  the  elongated  figures  and  their 
drapery  suggest  a  French  designer.9  The  crude  drawing 
and  coarse  weaving  indicate  a  provincial  manufactory. 


RELATED  TAPESTRIES 

The  Mars  of  the  same  set  was  sold  at  the  Hotel  Drouot, 
Paris,  December  15,  1913  (no.  108,  illus.).  The  border  is 
like  that  of  27,  except  that  the  child  at  the  left  of  the 
medallion  in  the  lower  border  is  a  repetition  of  the  one  in 
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the  upper  left  corner  instead  of  the  one  in  the  upper  right 
corner;  the  name  of  the  planet  is  inscribed  in  the  medal- 
lion. The  figures  in  the  main  scene  are  adapted  from  the 
Mars  of  the  Beham  woodcut.  A  Jupiter  with  the  same 
border  as  the  Mars  was  owned  by  the  Paris  dealer  Boccara 
in  1982;  it  is  also  an  adaptation  of  the  Beham  woodcut.10 
A  Mercury  and  a  Sun  sold  at  the  Galerie  Georges  Petit, 
December  10,  1926  (nos.  139,  140,  both  illus.),  are  also 
taken  from  the  Beham  woodcuts.  They  have  the  arms  of 
the  Conde  family  and  one  is  dated  1547.  The  borders  are 
similar  to,  but  not  identical  with,  those  of  27;  the  medal- 
lions with  the  names  of  the  planets  are  in  the  upper 
borders. 

The  Moon  in  a  Brussels  mid-sixteenth  century  set  in  the 
Bayerisches  Nationalmuseum,  Munich,  shows  a  very  simi- 
lar group  of  the  Moon  in  her  chariot.11  The  man  in  the 
water  grasping  the  net  and  the  water  mill  are  like  the 
corresponding  elements  in  the  Beham  woodcut,  but  stylis- 
tically the  design  is  not  close  to  that  of  27.  The  Moon  in  a 
set  in  the  Victoria  and  Albert  Museum,  attributed  to 
Oudenaarde  and  dated  1591  and  1601,  also  shows  Diana 
in  a  chariot  drawn  by  two  girls,  but  they  are  not  close  to 
the  group  in  27  and  the  fishing  scene  below  is  entirely 
different.12 

A  set  of  seven  small  German  tapestries  of  the  Planets 
was  in  the  Baronne  B  . . .  sale,  Galerie  Charpentier,  Paris, 
December  2,  1958  (nos.  133A-G,  all  illus.).  The  designs 
are  all  taken  from  the  Barthel  Beham  prints  and  are  in  the 
same  direction;  there  are  short  German  verses  at  the  top  of 
each  piece.  The  Moon  is  dated  1 549  and  the  poem  speaks 
of  the  affinity  of  her  children  with  water.  The  style  is  not 
like  that  of  27. 

HISTORY 

Bequeathed  to  the  MMA  by  Mrs.  Robert  McMaster  (Lillian 
Stokes)  Gillespie,  191 5. 

PUBLICATIONS 

MMA  Annual  Report  191 5 >  p.  50.  Listed  under  bequests. 

D.  F.  [Durr  Friedley].  "An  Important  Bequest  of  Tapestries." 
MMA  Bulletin  10  (1915)  p.  250,  illus.  Called  Fishing  Scene, 
symbolizing  the  month  of  June,  Flemish,  1600—50,  with  a 
portion  of  the  lower  border  restored. 

Standen,  Edith  A.  "The  Moon  and  Her  Children:  A  Tapestry 


from  a  Set  of  the  Planets."  Bulletin  of  the  Needle  and  Bobbin 
Club  60  (1977)  pp.  3—9.  Subject  identified,  relationship  to 
prints  and  other  tapestries  of  the  set  and  of  the  same  sub- 
ject established;  called  provincial  French  or  Flemish,  mid- 
sixteenth  century. 

NOTES 

1.  Heinz  Artur  Strauss,  "Zur  Sinndeutung  der  Planetenkinderbilder," 
Munchner  Jahrbuch  der  Bildenden  Kunst,  n.s.  2  (1925)  p.  54;  Guy 
de  Tervarent,  "Les  enfants  des  planetes,"  in  UHeritage  antique 
(Paris,  1946)  p.  70;  Anna  Boczkowska,  "The  Lunar  Symbolism  of 
the  Ship  of  Fools  by  Hieronymus  Bosch,"  Oud-Holland  86  (197 1) 
pp.  48,  57,  62-64. 

2.  The  chariot  of  Diana  as  the  moon  drawn  by  two  nymphs  is  a 
Renaissance  invention  (Guy  de  Tervarent,  Attributs  et  symboles 
dans  Vart  profane,  1450—1600  [Geneva,  1958-59]  vol.  1,  s.v. 
"Char  traine  par  deux  femmes";  D.  J.  Gordon,  The  Renaissance 
Imagination  [Berkeley,  1975]  p.  154).  The  general  scheme,  with 
one  nymph  looking  backwards,  is  taken  from  a  Roman  sardonyx 
cameo  in  the  National  Museum,  Naples,  showing  Bacchus  on  the 
chariot  (Ursula  Webster,  "Die  Reliefmedaillons  im  Hofe  des  Pa- 
lazzo Medici  zu  Florenz,"  Jahrbuch  der  Berliner  Museen  7  [1965] 
pp.  30,  31,  fig.  11). 

3.  Ptolemy,  Tetrabiblos,  trans.  F.  E.  Robbins  (London  and  Cam- 
bridge, Mass.,  1940)  bk.  1,  chap.  17,  p.  79. 

4.  In  a  Florentine  woodcut  of  about  1460,  the  mill,  the  bridge  that 
leads  to  it,  with  men  bringing  grain,  and  the  miller  tying  up  a  sack 
are  the  most  conspicuous  elements  of  the  composition  (Charles  D. 
Cutler,  "The  Lisbon  Temptation  of  St.  Anthony  by  Jerome  Bosch," 
Art  Bulletin  39  [1957]  fig.  8).  The  proverbial  wandering  of  jour- 
neymen-millers may  serve,  like  the  water,  to  link  this  scene  with  the 
Moon's  children. 

5.  It  is  the  foreground  scene  in  the  German  fifteenth-century  drawing 
in  the  Wolfegg  Housebook  (L.  Brand  Philip,  "The  Peddler  by 
Hieronymus  Bosch,  a  Study  in  Detection"  Nederlands  Kunsthisto- 
risch  Jaarboek  9  [1958]  fig.  18,  p.  23).  The  conjurer  here  has  a 
painted  cloth  showing  acrobats  hung  behind  him  and  the  imple- 
ments for  a  shell  game  lie  on  the  table.  In  the  Florentine  woodcut, 
the  group  appears  in  the  background  under  some  trees. 

6.  Anna  C.  Hoyt,  "The  Woodcuts  of  the  Planets  Formerly  Attributed 
to  Hans  Sebald  Beham,"  Bulletin  of  the  Museum  of  Fine  Arts, 
Boston  52  (1954)  pp.  1-10,  fig.  4.  An  old  attribution  to  George 
Pencz  is  rejected  in  this  article. 

7.  F.  Saxl,  "The  Literary  Sources  of  the  Tiniguerra  Planets,'  "Journal 
of  the  Warburg  Institute  2  (1938—39)  p.  73. 

8.  De  Tervarent,  Attributs,  vol.  1,  fig.  28. 

9.  This  suggestion  was  made  by  Adolph  S.  Cavallo  in  a  private  com- 
munication. 

10.  Lynne  Thornton,  "Paris's  Great  Antiques  Fair,"  Connoisseur  211 
(September  1982)  p.  123,  illus. 

11.  Dora  Heinz,  Europaische  Wandteppiche,vo\.  1  (Brunswick,  1963) 
fig.  161. 

12.  George  Wingfield  Digby,  Victoria  and  Albert  Museum,  The  Tap- 
estry Collection:  Medieval  and  Renaissance  (London,  1980)  no. 
61,  pi.  85. 
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28  Chasuble  back 


With  the  Last  Supper,  Saint  John  the  Baptist,  and  Saint  Andrew 


Flemish  (possibly  Brussels);  probably  designed  and  woven 
1525-50. 

Wool,  silk,  and  silver  and  silver-gilt  thread. 
4  ft.  V2  in.  x  3  ft.  2  in.  (1.23  m  x  .97  m), 
19—20  warps  per  inch,  8—9  per  centimeter. 
Purchase,  Joseph  Pulitzer  Bequest,  1936  (36.46.1). 

DESCRIPTION 

The  design  simulates  an  embroidered  orphrey  on  a  bro- 
caded silk  velvet.  The  orphrey  is  framed  by  narrow  pale 
blue  bands  (originally  green)  and  has  a  white  ground.  At 
the  top  is  an  elaborate  architectural  structure  in  grays, 
browns,  yellow,  rust  red,  and  metal  thread,  with  two  putti 
holding  garlands  at  the  outer  edges.  In  the  center,  the  Last 
Supper  is  shown  in  a  niche.  A  blue  and  yellow  cloth  hangs 
behind  Christ,  who  extends  the  sop  to  Judas  with  his  right 
hand  and  blesses  with  his  left.  He  wears  a  pale  pink  robe 
(originally  purple)  with  much  gold  thread.  Saint  John,  in 
red,  has  his  left  arm  on  Christ's  knees  and  the  table  and 
rests  his  head  on  it.  Judas  wears  dark  blue  and  yellow  and 
grasps  a  yellow  money  bag  in  his  right  hand.  Four  disciples 
in  pink,  green,  and  yellow  are  seen  behind  him.  Six  are 
seated  on  the  right,  the  foremost  in  green  with  a  dark  blue 
cloak;  the  others  wear  dull  red  and  pale  browns,  pinks, 
and  yellows.  The  tablecloth  is  pale  pink  and  gray.  The 
chalice  stands  on  the  right  close  to  Christ,  the  Paschal 
Lamb  is  in  the  center  of  the  table;  a  covered  cup,  knife,  and 
rolls  of  bread  are  also  shown.  The  floor  is  white  and  blue, 
the  stools  and  table  support  pale  brown. 

The  saints  below  stand  each  in  an  elaborate  pale  pink 
and  brown  niche.  Saint  John  has  yellow  hair  and  wears  a 
dull  pink  shirt  and  a  rust-red  cloak  with  much  gold  thread. 
He  points  at  his  gray  lamb.  The  floor  is  blue  and  white. 
The  arch  below  has  a  winged  head  on  the  keystone.  Saint 
Andrew  wears  a  blue  and  yellow  robe  covered  by  a  pink 
cloak.  He  holds  a  pale  brown  and  yellow  cross  made  of 
irregular,  knotty,  wooden  branches.  Metal  thread  is  used 
lavishly  throughout  the  orphrey.  The  silver-gilt  thread  in 
the  halos  of  Christ,  Saint  John,  and  Saint  Andrew  is  in 
basket  weave. 


The  imitation  velvet  is  in  rust  red,  dark  brown,  and 
several  shades  of  yellow.  No  metal  thread  is  used.  A  mod- 
ern woven  yellow  silk  edging  binds  three  sides. 


CONDITION 

Two  small  triangular  pieces  have  been  added  at  the  top. 
The  colors  are  considerably  faded,  especially  the  yellow 
and  pink;  the  original  tones,  seen  on  the  reverse,  were  very 
brilliant. 


SUBJECT 

The  incident  of  the  Last  Supper  depicted  is  that  men- 
tioned in  John  13:26:  "when  he  had  dipped  the  sop,  he 
gave  it  to  Judas  Iscariot."  It  is  often  found  in  representa- 
tions of  the  Last  Supper,1  but  normally  Judas  sits  on  the 
right,  to  the  left  of  Christ.2 


SOURCE  OF  THE  DESIGN 

The  basic  scheme  of  the  Last  Supper  is  the  traditional 
Flemish  one,  derived  eventually  from  Dieric  Bouts  (see 
15a).  The  influence  of  two  prints  by  Diirer  is  less  marked 
than  in  15  a,  but  the  table  support  is  like  that  in  his  Great 
Passion  woodcut  of  15 10,  and  the  Paschal  Lamb  on  an 
oval  dish  is  seen  both  in  this  and  in  the  Small  Passion 
woodcut  of  15 1 1.3  Judas  is  very  close  to  the  same  figure 
in  the  Last  Supper  in  the  Metropolitan  Museum  by  an 
Antwerp  Mannerist.4  In  this,  Judas  sits  on  Christ's  left  and 
receives  the  sop  from  his  left  hand.  The  unusual  relative 
positions  of  Christ  and  Judas  in  the  tapestry  suggest  that 
the  designer  did  not  take  into  consideration  the  fact  that 
his  cartoon  would  be  reversed  on  a  basse-lisse  loom.  The 
imitation  velvet  of  the  background  has  a  typical  Italian 
"pomegranate"  design  of  the  second  half  of  the  fifteenth 
century,  with  yellow  used  as  a  substitute  for  gold  thread. 
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MANUFACTURE  AND  DATE 

The  fine  quality  of  the  weaving  suggests  a  Brussels 
manufactory,  and  the  combination  of  late  medieval  and 
early  Renaissance  elements  in  the  pictorial  representa- 
tions, especially  the  architectural  forms,  a  date  in  the  sec- 
ond quarter  of  the  sixteenth  century. 

RELATED  TAPESTRIES 

A  chasuble  in  Uppsala  Cathedral,  Sweden,  from  the 
church  at  Arentuna,  has  a  very  similar  "pomegranate" 
velvet  background.  It  has  an  inscription  in  Flemish  and 
coats  of  arms  that  can  be  associated  with  the  town 
of  Bois-le-Duc  in  northern  Brabant.  It  has  been  dated 
15Z5-50. 

HISTORY 

In  the  Baron  A.  J.  L.  van  den  Bogaerde  van  Terbruggen  of 
Heeswijk  Castle  sale,  Bois-le-Duc,  September  25,  1901,  no. 
147,  illus. 

Owned  by  the  dealer  Charles  of  London,  New  York,  19 12. 
In  the  Thomas  Fortune  Ryan  sale,  American  Art  Association- 
Anderson  Galleries,  New  York,  November  24,  1933,  no. 


321,  illus.  (in  the  deluxe  edition  of  the  sale  catalogue).  Set  in  a 
bronze  firescreen  from  which  it  was  removed  by  1936. 
Purchased  for  the  MMA  from  the  dealer  Dalva  by  means  of  the 
Pulitzer  Bequest,  1936. 


PUBLICATIONS 

MMA  Annual  Report  1936,  p.  25.  Acquisition  mentioned. 

Phillips,  John  Goldsmith.  "Two  Sixteenth-Century  Garments." 
MMA  Bulletin  31  (1936)  pp.  161-63,  illus.  Relationship  to 
Diirer  woodcuts  and  Arentuna  chasuble  noted;  quality  of 
weaving  called  suggestive  of  Brussels;  dated  1525—50. 

NOTES 

1 .  Johannes  Kuhn,  Die  Darstellung  des  Abendmahls  im  Wandel  der 
Zeiten:  Leonardo  da  Vinci  (Schaffhausen,  1948)  figs.  6,  7. 

2.  In  the  early  sixteenth-century  Last  Supper  by  Jan  Joesten  in  the 
Palazzo  Bianco,  Genoa,  Christ  gives  the  sop  to  Judas  with  his  left 
hand  and  raises  his  right  in  blessing  (G.  J.  Hoogewerff,  Die  Noord- 
Nederlandsche  Schilderkunst,  vol.  2  [The  Hague,  1937]  p.  435). 

3.  Willi  Kurth,  ed.,  The  Complete  Woodcuts  of  Albrecht  Durer, 
trans.  Silvia  M.  Welsh  (New  York,  1946)  figs.  215,  230. 

4.  Katharine  Baetjer,  European  Paintings  in  the  Metropolitan  Mu- 
seum of  Art  (New  York,  1980)  vol.  1,  p.  58;  vol.  3,  illus.  p.  353. 

5.  Agnes  Branting  and  Andreas  Lindblom,  Medieval  Embroideries 
and  Textiles  in  Sweden  (Uppsala,  1932)  vol.  1,  pp.  150, 1 5 1;  vol.  2, 
pi.  220. 
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29  Vestments 


a  Dalmatic,  with  the  Sudarium 

b  Chasuble,  with  the  Gathering  of  the  Manna 

Netherlandish  (probably  Gouda);  made  probably  for  a  mem- 
ber of  the  van  der  Geer  family  of  Utrecht;  dated  1 570. 
Wool  and  silk. 

29a  3  ft.  8  in.  x  3  ft.  9  in.  with  sleeves  (1.12  m  x  1.14  m); 
29b  3  ft.  8  in.  X2  ft.  3V2in.  (1.12  m  x  .70  m). 
16-18  warps  per  inch,  6-7  per  centimeter. 
Rogers  Fund,  1954  (54.176.1,  2). 

DESCRIPTION 

Both  vestments  are  imitations  of  brocaded  velvet  gar- 
ments with  embroidered  orphreys.  The  "velvet"  portions 
are  in  red,  pink,  and  yellow,  with  small  details  in  green  and 
blue.  The  "orphreys"  are  edged  with  green  bands.  Both 
pieces  are  lined  with  dark  blue  linen. 

Details  are  embroidered  in  silk  in  split,  satin,  and  stem 
stitches,  and  in  couched  silk  cord. 

SUBJECT 

The  bulrushes  on  both  vestments  illustrate  the  Latin 
motto  found  on  each  vestment;  they  may  also  refer  to  the 
meekness  of  Christ,  who  is  sometimes  shown  holding  a 
bulrush  in  Passion  episodes  (see  8).  A  bulrush  emblem 
with  a  similar  motto  (Flector  non  Frangor)  is  among  the 
painted  devices  in  the  wall  decoration  of  a  room  in  the 
Chateau  of  Bussy-Rabutin.1 

SOURCE  OF  THE  DESIGN 

The  "velvet"  of  the  backgrounds  is  an  imitation  of  an 
Italian  mid-sixteenth-century  "pomegranate"  design. 

HISTORY 

Owned  by  the  Munich  dealer  L.  Bernheimer,  in  1937. 
Purchased  for  the  MM  A  from  Adolph  Loewi,  1954,  through 
the  Rogers  Fund. 

EXHIBITIONS 

New  York  Cultural  Center,  1974.  Grand  Reserves ,  cat.  no.  158 
[29a]. 


Chicago,  Art  Institute,  1975-76.  Raiment  for  the  Lord's  Ser- 
vice: A  Thousand  Years  of  Western  Vestments,  Catalogue  by 
Christa  C.  Mayer-Thurman,  pp.  50,  156-61,  nos.  61,  62, 
illus.  Said  to  be  probably  intended  for  a  private  chapel. 

PUBLICATIONS 

Gobel,  Heinrich.  "Gewirkte  Messegewander  aus  Holland." 
Pantheon  19  (1937)  pp.  123-25,  figs,  ia,  ib,  2a,  2b.  Both 
described;  combination  of  weaving  and  embroidery  said  to 
be  unique;  arms  said  to  be  those  of  de  Wys  and  a  bastard 
descendant  of  Jasper  van  Culenberg;  attributed  to  a  provin- 
cial Dutch  manufactory,  probably  Gouda. 

MMA  Annual  Report  1954-1955.  In  MMA  Bulletin,  n.s.  14 
(1955-56)  p.  22.  Acquisition  listed. 

Standen,  Edith  A.  "The  Bulrushes  in  the  Waves."  MMA  Bulle- 
tin, n.s.  14  (1955—56)  pp.  181—85,  illus.  Dexter  coat  identi- 
fied as  probably  van  der  Geer  of  Utrecht. 

"Vestments  in  the  Grand  Old  Style."  Time,  December  25, 
1972,  p.  44,  illus.  [29b]. 

Sherrill,  Sarah  B.  "Current  and  Coming:  Ecclesiastic  Vest- 
ments." Antiques  108  (1975)  P-  866,  iUus-  (detail  of  29b). 

Wingfield  Digby,  George.  Victoria  and  Albert  Museum,  The 
Tapestry  Collection:  Medieval  and  Renaissance.  London, 
1980,  p.  49.  Mentioned,  as  among  "few  rare  vestments  in 
tapestry." 


29a  Dalmatic,  with  the  Sudarium 

DESCRIPTION 

The  vertical  orphreys  on  both  sides  are  dark  blue  at  the 
top,  succeeded  by  paler  shades  and  white.  Green  bul- 
rushes with  black  heads  stand  on  blue  and  white  waves. 
The  ground  below  them  is  in  greens,  lavender,  grays,  and 
browns;  on  one  side  there  are  pebbles  in  yellow,  browns, 
and  pink  on  the  ground.  On  this  side,  at  the  top,  between 
the  two  vertical  panels,  is  Veronica's  veil  (the  sudarium)  in 
white  and  gray,  outlined  with  yellow  cord.  The  crown  of 
thorns  is  in  two  widths  of  pale  green  cord  and  the  blood  is 
embroidered  in  pink.  Christ's  features  are  embroidered 
and  a  network  of  stitches  is  spread  over  his  hair  and  beard. 
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Two  gray  scrolls  on  the  vertical  panels  are  each  inscribed 
in  black:  flectimvr  non  frAgimvr  vndis  (We  are  bent, 
not  broken,  by  the  waves). 

On  the  other  side,  two  cherub  heads,  with  shields  hang- 
ing from  their  necks,  occupy  the  upper  sections  of  the 
orphreys.  They  have  yellow  halos,  outlined  in  cord,  and 
pink,  gray,  blue  and  yellow  wings,  also  outlined  in  cord, 
with  embroidered  details.  The  faces  are  entirely  embroi- 
dered and  a  network  of  yellow  stitches  covers  the  brown- 
red  hair.  The  coat  of  arms  on  the  left  is  blue  and  yellow, 
the  divisions  outlined  with  cord  (Gyrony  of  eight,  or  and 
azure;  probably  van  der  Geer  of  Utrecht).  The  coat  on  the 
right  is  white,  black,  and  yellow,  with  pink,  yellow,  and 
blue  cord  (Within  a  border  engrailed,  azure,  Quarterly,  i 
&  4.  Or,  3  millrinds,  2  &  1,  gules.  2  &  3.  Argent,  a  lion 
double  queued,  noir;  probably  a  bastard  branch  of  van 
Culenborch,  including  the  double-tailed  lion  of  van  der 
Lecke).2  The  scrolls  have,  below  the  letters,  "15"  on  the 
left,  "70"  on  the  right. 

The  neckline  is  edged  with  white  galloon,  the  other 
outlines  with  yellow  tape.  The  outer  parts  of  the  sleeves 
were  separately  woven  and  the  space  between  the  cherub 
heads  is  patched. 


CONDITION 

The  inscriptions  on  the  scrolls  have  largely  perished,  as 
have  the  black  wefts  on  some  of  the  bulrush  heads  on  the 
side  with  the  cherubs;  those  on  the  side  with  Veronica's 
veil  are  rewoven. 


RELATED  VESTMENT 

An  almost  exactly  similar  dalmatic  was  on  loan  to  the 
Los  Angeles  County  Museum  of  Art  in  1983.  This  is  trim- 
med with  galloon  around  the  edges  and  on  the  arms  where 
the  fabric  has  been  sewn  together.  There  are  slight  differ- 
ences in  the  bulrushes  panels  on  both  sides.  The  inscrip- 
tions are  said  to  be  illegible. 


29b  Chasuble,  with  the 

Gathering  of  the  Manna 


Front  of  29b 


DESCRIPTION 

The  front  has  a  single  vertical  orphrey  showing  green 
bulrushes  with  black  heads  rising  from  blue  and  white 
water  and  seen  against  a  blue  and  white  sky.  The  fore- 
ground is  in  shades  of  green  and  pink,  with  one  white  and 
yellow  pebble. 


fig.  19.  The  Miracle  of  the  Loaves  and  Fishes,  by  Jerome  Wierix. 

Engraving,  published  by  Gerard  de  Jode.  MMA,  Harris 
Brisbane  Dick  Fund,  1953  (53.601.335). 


The  vertical  orphrey  on  the  back  has  a  group  of  white 
grains  of  manna  on  a  dark  blue  ground  at  the  top,  an  oval 
with  a  scene  of  the  Israelites  gathering  and  eating  manna, 
and  a  panel  with  a  scroll  outlined  in  yellow  cord  and  with 
the  same  embroidered  inscription  as  on  the  dalmatic,  in- 
cluding the  date  1570,  except  that  frangimvr  includes 
the  N.  The  oval  medallion  is  flanked  by  the  same  coats  of 


196 


arms  as  are  on  the  dalmatic,  separately  woven,  and  in- 
serted; blue,  white,  yellow,  and  pink  cords  are  used  as 
outlines,  but  the  millrinds  are  here  red.  The  oval  medallion 
shows  a  sky  striped  in  blue,  pink,  white,  and  yellow,  with 
the  Jewish  tents  in  pink,  gray,  and  blue,  with  yellow  cord 
outlines.  In  the  foreground,  a  reclining  man  in  red,  per- 
haps holding  a  green  staff,  gives  a  grain  of  manna  to  a  child 
in  yellow,  who  is  held  by  a  seated  woman  in  orange  and 
blue.  The  man  behind  this  group  with  his  hair  rising  into 
peaks  is  probably  intended  to  represent  Moses  with  his 
horns.  A  woman  on  the  left  has  a  dark  blue  dress  and 
holds  a  basket  of  manna.  Five  figures  are  seen  in  the  mid- 
dle distance,  stooping  to  gather  manna  or  holding  baskets 
of  it.  Yellow  cord  is  used  throughout  for  outlines,  and  a 
green  and  yellow  plant  is  entirely  embroidered,  as  are  the 
faces  and  hair  of  the  larger  figures,  the  trees  on  the  left,  and 
the  tufts  of  grass. 

The  chasuble  is  edged  with  white  galloon.  The  sections 
over  the  shoulders  are  pieced.  The  chasuble  shape  is  of  the 
German  type. 

CONDITION 

The  black  wefts  of  the  bulrush  heads  on  the  front  have 
partly  perished. 


SUBJECT 

The  Gathering  of  the  Manna  is  frequently  portrayed  in 
Netherlandish  art,  as  it  is  an  Old  Testament  parallel  to  the 
Last  Supper.  One  wing  of  the  Altarpiece  of  the  Holy  Sac- 
rament by  Dieric  Bouts  in  Saint  Peter's,  Louvain  (1464— 
68),  includes  it,3  and  it  fills  one  wing  of  a  triptych  by  an 
Antwerp  Mannerist  in  the  Metropolitan  Museum.4 

SOURCE  OF  THE  DESIGN 

The  man,  woman,  and  child  in  the  foreground  are  de- 
rived from  similar  figures  in  a  print  by  Jerome  Wierix, 
published  by  Gerard  de  Jode,  showing  the  miracle  of  the 
loaves  and  fishes  (fig.  19). 5 

NOTES 

1.  Maurice  Dulmolin,  Le  Chateau  de  Bussy-Rabutin  (Paris,  1933)  p. 
44- 

2.  Information  from  H.  L.  Kruimel,  Central  Bureau  voor  Genealogie, 
The  Hague.  The  town  from  which  the  family  took  its  name  is 
Culenborg  or  Kuilenburg. 

3.  Max  J.  Friedlander,  Early  Netherlandish  Painting-,  vol.  3,  Dieric 
Bouts  and  Joos  van  Gent,  trans.  Heinz  Norden  (New  York,  1968) 
pi.  29. 

4.  Katharine  Baetjer,  European  Paintings  in  the  Metropolitan  Mu- 
seum of  Art  (New  York,  1980)  vol.  1,  p.  58;  vol.  3,  illus.  p.  353. 

5.  The  relationship  was  first  noticed  by  Nancy  Graves  Cabot.  L.  Al- 
vin,  Catalogue  raisonne  de  Voeuvre  des  trois  freres,  Jean,  Jerome  & 
Antoine  Wierix  (Brussels,  1866)  p.  66,  no.  399. 
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30  Scenes  from  the  Lives  of  Abraham  and  Isaac 

Cushion  covers 


a  Abraham  Entertaining  the  Angels 

b  The  Expulsion  ofHagar 

c  The  Sacrifice  of  Isaac 

d  Rebekah  and  Eliezer  at  the  Well 

e  Rebekah,  Laban,  and  Eliezer 

f  The  Meeting  of  Isaac  and  Rebekah 

Flemish,  about  1600. 

Wool,  silk,  and  silver-gilt  thread. 

Each  1  ft.  7V4  in.  x  1  ft.  8  in.  (50  cm  x  51  cm). 

21  warps  per  inch,  9  per  centimeter. 

Gift  of  George  Blumen thai,  1941  (4 1.100.57a  [3 of]; 

41. 100.57b  [3od];  41. 100.57c  [30c];  41.100.57d  [30b]; 

41.100.57e  [30a];  41.100.57f  [3oe]). 

DESCRIPTION 

Each  cover  has  a  rectangular  central  panel,  with  a  black 
ground,  enclosing  a  lobed  medallion  with  a  simulated 
three-dimensional  crimson  frame.  At  the  top,  bottom,  and 
sides  of  the  frame  are  lion-masks  in  red,  cream,  yellow, 
and  brown,  with  metal  thread.  From  these  spring  stems 
with  small  cups  holding  sprays  of  leaves,  flowers,  and  fruit, 
including  cherries,  grapes,  gourds,  and  pea  pods  in  red, 
yellow,  green,  orange,  pink,  blue,  and  cream.  The  borders 
have  white  silk  grounds  with  crimson  three-dimensional 
strapwork  and  blue  and  yellow  ribbons  separating  bunches 
of  leaves,  flowers,  and  fruit,  including  strawberries,  in  the 
same  colors  as  the  central  corners,  with  the  addition  of 
black.  In  the  centers  of  the  upright  borders  are  female 
herms,  the  one  on  the  left  in  blue,  the  other  in  pale  brown, 
each  holding  a  yellow  lion-mask.  Metal  thread  is  used 
sparingly  in  the  costumes  and  masks.  The  guards  are  dark 
blue. 

The  colors  are  strong  and  intense.  Silk  is  lavishly  used 
throughout.  The  central  medallions  contain  much  metal 
thread,  especially  in  the  costumes. 


CONDITION 

Except  for  the  frayed  edges,  the  covers  are  in  good  con- 
dition. The  gilt  has  largely  worn  off  the  silver  thread, 
which  has  tarnished. 

MANUFACTURE  AND  DATE 

The  style  of  the  borders  is  Flemish  and  indicates  a  date 
probably  soon  after  1600.  Earlier  attributions  of  these 
and  similar  cushion  covers  to  Sheldon  are  based  on  the 
existence  of  examples  of  the  same  central  designs  pro- 
duced by  the  English  manufactory.  Both  weaving  centers 
were  perhaps  copying  the  same  engravings,  which,  how- 
ever, have  not  been  identified,  or  the  English  tapestries 
may  have  been  derived  from  the  Flemish  versions. 

RELATED  TAPESTRIES 

Six  cushion  covers  with  the  story  of  Jacob,  in  the  Victo- 
ria and  Albert  Museum,  have  the  same  general  arrange- 
ment, warp  count,  coloring,  and  use  of  gold  thread,  with 
almost  identical  borders.  The  lobed  medallions  with  lion 
heads  and  their  backgrounds  are  very  close,  and  the  fig- 
ures in  the  central  scenes  are  in  the  same  style.  These 
tapestries  are  considered  Flemish,  late  sixteenth— early 
seventeenth  century.1 

HISTORY 

In  the  collection  of  George  and  Florence  Blumenthal,  New 
York. 

Given  to  the  MMA  by  George  Blumenthal,  1941. 
PUBLICATION 

Wingfield  Digby,  George.  Victoria  and  Albert  Museum,  The 
Tapestry  Collection:  Medieval  and  Renaissance.  London, 
1980,  p.  64.  Mentioned,  as  having  the  same  borders  as  the  set 
with  the  story  of  Jacob. 
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30a  Abraham  Entertaining 
the  Angels 


DESCRIPTION 

The  two  seated  figures  at  the  table  wear  pale  blue  robes 
and  red  mantles;  the  third,  standing,  has  a  red  robe  and 
blue  mantle.  Abraham,  under  a  tree,  is  in  red  with  a  blue 
sleeve.  On  the  table,  which  is  covered  with  a  cream  and 
gray  cloth,  are  a  loaf  of  bread  and  a  blue  cup.  Sarah,  in 
pink  and  red,  carries  a  blue  dish  with  a  piece  of  meat  on  it. 
She  approaches  a  passageway  between  two  marble  col- 
umns in  pink,  cream,  red,  yellow,  and  metal  thread,  which 
are  supported  by  blue  bases.  A  large  pale  brown  ewer 
stands  in  front  of  the  table.  Distant  buildings  are  seen  in 
the  landscape  background,  with  blue  and  green  trees;  the 
hill  behind  the  figures  is  yellow.  A  brown  and  cream  house 
is  seen  behind  the  columns.  The  foreground  is  dark  green 
with  scattered  yellow  plants.  The  sky  is  pale  blue  and 
white. 

SUBJECT 

The  story  is  told  in  Genesis  18:1-15.  Abraham,  having 
prepared  food  for  three  strange  men,  "stood  by  them  un- 
der the  tree,  and  they  did  eat."  Sarah,  here  shown  carrying 
a  dish,  was  actually  "in  the  tent  door,"  when  she  heard 
one  of  the  angels  prophesy  that  she  should  have  a  son. 

RELATED  TAPESTRIES 

A  cushion  cover  in  the  Emma  Budge  of  Hamburg  sale, 
Paul  Graupe,  Berlin,  September  27-29,  1937  (no.  439, 
illus.  pi.  88,  erroneously  numbered  43 7),2  shows  a  very 
similar  central  scene,  which,  however,  almost  fills  the  cen- 
tral square  and  takes  place  under  an  arch  of  typical  Shel- 
don form  (see  121).  The  ewer  below  the  table  is  replaced 
by  naturalistic  flowers.  The  upper  and  lower  borders  are 
filled  with  Sheldon-type  hunting  scenes. 

A  cushion  in  the  Mrs.  Elmer  E.  Smathers  sale,  Parke- 
Bernet,  New  York,  March  6, 1948  (no.  64,  illus.),3  is  close 
to  the  Budge  example,  with  an  arch  and  hunting  scenes  in 
the  horizontal  borders.  A  tent  is  seen  on  the  right  behind 
Sarah  and  there  is  a  jug  or  water  bottle  in  front  of  the 
table. 
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30b  The  Expulsion  ofHagar 

DESCRIPTION 

Abraham,  wearing  a  red  robe,  blue  mantle,  and  orange 
boots,  extends  a  round  loaf  of  bread  to  the  young  Ishmael, 
who  has  a  blue  jacket  and  red  boots.  Hagar  stands  behind, 
holding  a  yellow  vessel  on  her  shoulder;  she  has  a  pink 
jacket  and  red  skirt.  She  appears  again  in  the  distance, 
raising  her  arms  to  rays  of  light  (in  metal  thread),  issuing 
from  clouds,  representing  the  angel;  on  the  right  is  a  re- 
clining figure,  presumably  Ishmael,  with  the  vessel  beside 
him.  Below  him  is  the  spring,  with  water  pouring  into  a 
pond.  The  sky  is  white  and  blue  and  the  rest  of  the  back- 
ground is  filled  with  trees,  bushes,  and  grass  in  blue,  green, 
and  yellow.  The  foreground  is  in  the  same  colors,  with 
many  small  plants;  one  of  these  has  white  flowers  and  red 
fruit. 


scabbard  of  a  sword  is  seen  at  his  back.  Isaac  stands  on  the 
left,  holding  a  bundle  of  sticks  over  his  shoulder  and  carry- 
ing a  blue  pot  with  white  smoke  pouring  from  it;  he  has 
orange  hair  and  wears  a  pink  garment  and  red  boots. 
Behind  him  is  the  gray  altar.  A  serving  man  is  seen  reclin- 
ing in  the  distance,  with  a  saddled  donkey  grazing.  The 
landscape  background  shows  a  building  on  the  right  and  a 
hill  on  the  left  with  blue,  green,  and  yellow  trees.  The 
foreground  is  dark  green  with  small  yellow  plants. 

SUBJECT 

Two  different  moments  of  the  story  told  in  Genesis  22: 
1-14  are  seen  here.  Isaac  is  shown  on  his  way  to  the  place 
of  sacrifice,  carrying  wood  and  burning  coals.  Abraham, 
on  the  other  hand,  has  heard  the  angel  of  the  Lord  and  is 
taking  the  ram  as  the  burnt  offering.  There  should  be  two 
young  men  with  the  ass. 


SUBJECT 

The  representation  follows  closely  the  story  in  Genesis 
21:14—19.  Abraham  "took  bread,  and  a  bottle  of  water, 
and  gave  it  unto  Hagar,  putting  it  on  her  shoulder."  She 
and  Ishmael  "wandered  in  the  wilderness  of  Beersheba. 
And  the  water  was  spent  in  the  bottle,  and  she  cast  the 
child  under  one  of  the  shrubs."  When  the  angel  had  reas- 
sured her,  "God  opened  her  eyes,  and  she  saw  a  well  of 
water." 


RELATED  TAPESTRIES 

A  cushion  cover  in  the  Smathers  sale  (no.  64)*  shows  a 
very  similar  central  scene,  which,  however,  almost  fills  the 
central  square  and  takes  place  under  an  arch  of  typical 
Sheldon  form  (see  121).  A  tent  is  seen  behind  Abraham 
and  the  foreground  shows  large  plants,  including  honey- 
suckle flowers  and  pea  pods.  The  upper  and  lower  borders 
are  filled  with  Sheldon-type  hunting  scenes. 


30c  The  Sacrifice  of  Isaac 


DESCRIPTION 


Abraham,  in  red  with  a  blue  mantle,  grasps  the  horns  of 
the  ram  caught  in  the  thicket.  What  appears  to  be  the 
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SOURCE  OF  THE  DESIGN 

The  figure  of  Isaac  is  eventually  derived  from  the  print 
by  Lucas  van  Leyden,5  which,  however,  shows  him  with 
Abraham  and  the  ass  on  the  way  to  the  place  of  sacrifice.  It 
is  also  found  (reversed)  in  a  painting  of  the  same  subject  in 
the  Stedelijk  Museum,  Leiden.6 


30d  Rebekah  and  Eliezer  at 
the  Well 

DESCRIPTION 

Eliezer,  wearing  a  pale  blue  shirt  with  a  red  turned-down 
collar,  a  red  mantle,  blue  leggings,  and  brown  boots,  gives 
a  chain  held  in  his  left  hand  to  Rebekah.  She  has  a  blue 
headdress,  yellow  blouse,  red  skirt,  and  yellow  shoes.  A 
gray  camel  with  an  exaggerated  hump  is  seen  between 
them  and,  visible  behind  Eliezer,  is  another  with  a  covered 
hump,  bending  to  drink  from  an  oblong  trough.  A  third  is 
lying  down  under  the  trees  in  the  upper  left  corner,  near  a 
man  with  bright  red  leggings.  In  the  foreground  between 
Eliezer  and  Rebekah  is  a  large  yellow  one-handled  jug; 
behind  her  is  a  fluted,  brown  two-handled  jug  standing  on 
a  gray  stone  block,  with  a  brown  and  yellow  lion-mask  on 
the  upright  side.  From  this,  a  stream  of  water  falls  into 
a  blue  and  white  pool.  Two  women  in  blue  and  gray, 
carrying  jugs,  are  seen  in  the  middle  distance  on  the  right, 
with  blue  and  white  buildings  behind  them.  The  trunk  of  a 
tree  with  large  leaves  grows  from  the  stone  block. 


SUBJECT 

The  "eldest  servant"  of  Abraham's  house  (always  iden- 
tified with  his  steward,  Eliezer  of  Damascus,  named  in 
Genesis  15:2)  went  with  ten  camels  to  the  city  in  Mesopo- 
tamia where  Abraham's  brother,  Nahor,  was  living.  At 
the  well  outside  the  city,  Rebekah,  Nahor's  granddaugh- 
ter, gave  him  water  and  filled  a  trough  for  his  camels;  he 
then  presented  her  with  the  gold  earring  and  bracelets  that 
Abraham  had  entrusted  to  him,  recognizing  that  she  was 
Isaac's  cousin  and  destined  bride  (Genesis  24:10—27). 


30e  Rebekah,  Laban,  and  Eliezer 

DESCRIPTION 

Eliezer,  wearing  the  same  costume  as  in  the  preceding 
scene  and  carrying  a  green  and  yellow  bag,  stands  beside 
Rebekah,  also  dressed  as  in  3od.  The  man  with  his  hand 
on  her  shoulder,  presumably  Laban,  has  a  red  and  pink 
turban,  pink  and  blue  robe  with  a  wide  red  collar,  blue 
mantle,  and  red  boots.  Below  Rebekah  is  an  open  chest 
with  a  blue  bundle  in  it.  She  wears  a  bracelet.  In  the  door- 
way of  a  large  gray  building  on  the  right  is  a  woman  with  a 
yellow  headdress.  A  camel  is  seen  grazing  in  the  upper  left 
corner  and  there  are  some  buildings  and  a  row  of  columns 
in  the  distant  landscape.  The  foreground  is  green  and  yel- 
low with  some  small  plants. 


SUBJECT 

Laban,  Rebekah's  brother,  is  described  as  running  out 
to  the  well,  when  Rebekah  had  told  "them  of  her  mother's 
house"  of  the  meeting  with  Eliezer  (Genesis  24:28,  29). 
The  woman  in  the  background  could  be  Rebekah's  mother 
and  Eliezer's  empty  bag  the  container  for  the  gold  earring 
and  bracelets  that  he  had  given  Rebekah.  The  chest  is 
presumably  the  container  for  the  "jewels  of  silver,  and 
jewels  of  gold,  and  raiment"  that  Eliezer  gave  to  Rebekah, 
as  well  as  the  "precious  things"  that  he  gave  to  her  brother 
and  mother,  when  Laban  and  her  father  Bethuel  had 
agreed  that  Rebekah  should  go  to  Isaac  (Genesis  24:53). 
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3  Of  The  Meeting  of  Isaac 
and  Rebekah 


DESCRIPTION 

Isaac,  in  a  pink  fringed  jacket,  red  mantle,  blue  stock- 
ings, and  pink  boots,  seizes  Rebekah,  who  is  wearing  a 
small  coronet,  a  pink  blouse  with  green  sleeves,  and  a  red 
skirt.  Eliezer,  dressed  as  in  the  earlier  scenes,  stands  beside 
them.  In  the  distance  on  the  left  are  a  man  in  blue  and 
another  leading  a  camel  with  a  scarlet  cord.  A  woman  in 
pink  is  seated  on  the  camel  and  the  head  of  another  camel 
is  seen  behind  her.  The  landscape,  in  blue,  green,  and 
yellow,  includes  buildings  on  the  horizon.  There  are  small 
yellow  and  dark  blue  plants  in  the  foreground. 

SUBJECT 

The  distant  procession  is  presumably  Rebekah  and  her 
damsels  following  Eliezer  (Genesis  24:61).  Isaac  came  out 
to  meet  her  before  taking  her  to  his  mother's  tent  (Genesis 
24:63-67). 

NOTES 

1.  Wingfield  Digby,  Victoria  and  Albert  Museum,  no.  63. 

2.  Called  probably  English  (Sheldon),  about  1610.  This  may  be  .the 
short  cushion  with  Abraham  entertaining  the  angels,  mentioned  by 
E.  A.  B.  Barnard  and  A.  J.  B.  Wace,  "The  Sheldon  Tapestry  Weavers 
and  Their  Work,"  Archaeologia  28  (1928)  p.  295,  as  in  a  private 
collection  in  Germany,  and  listed  among  the  tapestries  that  can 
reasonably  be  assigned  to  the  Sheldon  manufactory. 

3 .  With  a  companion  piece  of  the  Expulsion  of  Hagar.  Called  Bar- 
cheston  (Sheldon),  1605,  representing  the  banquet  given  to  the 
Prodigal  Son  on  his  return. 

4.  Called  Barcheston  (Sheldon),  about  1605,  representing  the  Prodi- 
gal Son  receiving  his  inheritance  from  his  father. 

5.  F.  W.  H.  Hollstein,  The  Graphic  Art  of  Lucas  van  Leyden  (Amster- 
dam, [1954?])  p.  142,  illus. 

6.  G.  J.  Hoogewerff,  De  Noord-Nederlandscbe  Schilderkunst  (The 
Hague,  1939)  pi.  82. 


30f 


31  Faith 


Cushion  cover,  probably  from  a  set  of  the  Virtues 


Flemish,  early  seventeenth  century. 

Wool,  silk,  and  silver  and  silver-gilt  thread. 

i  ft.  8  in.  square  (5 1  cm). 

21  warps  per  inch,  9  per  centimeter. 

Gift  of  George  Blumenthal,  1 94 1  (41.100.58). 

DESCRIPTION 

Faith  has  an  orange  headcloth,  with  a  blue  jewel  in  the 
center  of  her  forehead,  and  a  gold  necklace  with  blue 
stones.  She  wears  a  pink  and  pale  yellow  dress,  with  much 
metal  thread,  and  a  red  and  yellow  cloak.  The  straps  on 
her  legs  are  bright  blue.  She  holds  a  cross  in  metal  thread  in 
her  right  hand  and  a  yellow  chalice,  ornamented  with 
metal  thread,  in  her  left.  On  either  side  of  her  two  pale 
pink  columns  stand  on  platforms  in  pale  shades  of  pink, 
yellow,  blue-gray,  and  brown.  Each  pair  supports  a  blue 
architectural  member  with,  on  the  top  of  the  front  col- 
umn, a  smoking  lamp,  blue  on  the  left,  pale  yellow  on  the 
right. 

The  background  landscape  has  a  pale  pink  and  yellow 
sky,  blue  mountains  in  the  distance,  pale  blue  and  green 
fields,  and  pink  and  gray  buildings.  Silver  thread  is  used  on 
the  mountains  and  the  buildings,  one  of  which  is  topped 
by  a  cross.  The  foreground  is  dark  green  with  pale  green 
plants.  An  arch  of  green  leaves  with  pale  pink  and  yellow 
flowers  frames  the  scene.  The  ground  behind  it  is  dull 
yellow. 

The  border  has  a  pale  yellow  ground.  At  the  corners  and 
in  the  middle  of  each  side  are  vases  in  blue,  yellow,  red, 
pink,  and  brown,  holding  masses  of  fruit  and  flowers  in 
the  same  colors  with  various  shades  of  green.  Next  to  each 
vase  is  a  motif  with  a  diamond-shaped  center  in  blue  or 
green  with  four  curved  leaf  and  flower  forms  springing 
from  it.  The  guards  are  dark  blue.  The  outlines  are  chiefly 
black.  Silk  is  lavishly  used  throughout  the  cushion  cover. 

CONDITION 

The  upper  edge  is  damaged  and  there  are  a  few  bare 
warps  in  the  sky.  The  silver  thread  is  tarnished,  but  some 
of  the  silver  gilt  retains  its  luster. 


SUBJECT 

The  cross  and  chalice  are  the  usual  attributes  of  Faith, 
but  she  should  be  shown  with  the  chalice  in  her  right  hand 
and  the  cross  in  her  left.1 

SOURCE  OF  THE  DESIGN 

A  circular  print  (Punzenstich)  in  the  Albertina,  Vienna, 
shows  Faith,  with  cross  and  chalice,  standing  in  a  land- 
scape with  distant  buildings,  but  she  is  nude  except  for  a 
cloak.2  It  is  probably  not  the  source  for  31,  but  both 
works  may  be  derived  from  a  common  original. 

MANUFACTURE  AND  DATE 

The  borders,  especially  the  motifs  with  four  leaf-and- 
flower  forms  springing  from  a  diamond-shaped  center, 
are  close  to  those  of  a  set  of  cushion  covers  with  the  story 
of  Jacob  in  the  Victoria  and  Albert  Museum,  formerly 
called  English,  but  now  recognized  as  Flemish.3  The  dis- 
tant landscape  is  entirely  Flemish  in  character,  and  the 
quality  of  the  execution  speaks  for  this  attribution.  A  Ger- 
man origin  has  also  been  suggested,4  but  no  close  parallels 
have  been  identified.  A  date  soon  after  1600  is  stylistically 
indicated. 

RELATED  TAPESTRIES 

A  set  of  six  small  panels  of  the  Virtues,  owned  by  the 
Rotterdam  dealer  Charles  van  der  Heyden  in  1979,  is 
probably  from  the  same  workshop  as  31.  They  have  lost 
their  borders.  Faith  holds  a  much  longer  cross  over  her  left 
shoulder  and  a  book  in  her  right  hand;  she  stands  in  a 
landscape  between  columns  topped  by  vases,  but  there  are 
no  leaves  and  flowers  on  the  arch  over  her  head. 

HISTORY 

In  the  collection  of  George  and  Florence  Blumenthal,  New 
York. 

Given  to  the  MMA  by  George  Blumenthal,  1941. 
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NOTES 

1.  See  10,  note  24. 

2.  Ingrid  Weber,  "Bildvorlagen  fur  Silberreliefs  an  Arbeiten  von  Paul 
Hiibner  und  Kornelius  Erb,  heute  im  Palazzo  Pitti  und  im  Bri- 
tischen  Museum,"  Mitteilungen  des  Kunsthistorischen  Institutes  in 
Florenz  14  {1969)  p.  352,  fig.  30.  Called  Augsburg(P). 

3.  E.  A.  B.  Barnard  and  A.  J.  B.  Wace,  "The  Sheldon  Tapestry 
Weavers  and  Their  Work,"  Archaeologia  28  (1928)  pis.  52  (2),  53, 

54(1). 

4.  George  Wingfield  Digby,  Victoria  and  Albert  Museum,  The  Tapes- 
try Collection;  Medieval  and  Renaissance  (London,  1980)  no.  91. 
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32  The  Story  of  Antony  and  Cleopatra 


Five  tapestries  from  a  set  of  probably  eight  or  more 


a  Cleopatra  Asked  to  Pay  Tribute  to  Rome 
b  The  Meeting  of  Antony  and  Cleopatra 
c  Cleopatra  Dissolving  the  Pearl 
d  The  Battle  of  Actium 
e  The  Death  of  Cleopatra 

Flemish  (Brussels);  designed  by  Justus  van  Egmont  (1601- 
1674)  about  1650,  and  woven  by  Jan  van  Leefdael  (fl.  1644— 
1660)  and  Geraert  van  der  Strecken  (fl.  1 647-1 677), 
1650-77. 

Brussels  marks  and  names  or  initials  of  both  weavers. 

Wool,  silk,  and  silver  and  silver-gilt  thread. 

32a  13  ft.  9  in.  x  10  ft.  9  in.  (4.19  m  x  3.28  m); 

32b  13  ft.  7  in.  x  17  ft.  (4.14  mx  5.18  m); 

32c  13  ft.  10  in.  x  10  ft.  9  in.  (4.22  m  x  3.28  m); 

32d  13  ft.  9  in.  x  18  ft.  (4.19  m  x  5.49  m); 

32e  13  ft.  8  in.  x  10  ft.  7V2  in.  (4.17  m  x  3.24  m). 

20—22  warps  per  inch,  8—9  per  centimeter. 

Bequest  of  Elizabeth  U.  Coles,  in  memory  of  her  son, 

William  F.  Coles,  1892  (92.1.7  [32c];  92.1.8  [32a];  92.1.9 

[32b];  92.1. 10  [32d];  92.1. 11  [32c]). 


DESCRIPTION 

The  central  panel  in  each  piece  is  surrounded  by  a  simu- 
lated frame  in  dark  brown  and  pale  yellow,  deeply  shaded 
above  and  on  the  left  side.  The  borders  have  a  brown 
ground.  In  the  centers  of  the  upper  and  lower  borders  are 
cartouches  in  dull  pale  red,  pale  yellow,  brown,  and  gray 
heavy,  scrolling  frames;  the  upper  one  encloses  an  inscrip- 
tion in  gold  letters  on  a  blue  ground,  the  lower  a  dull 
green,  blue,  brown,  and  yellow  landscape  in  a  border  of 
metal  thread  in  basketwork  technique,  with  a  winged 
head  on  either  side  of  the  scrollwork.  The  cartouches  of 
the  upper  borders  are  flanked  by  swags  of  fruit,  leaves, 
and  flowers  in  shades  of  dull  blue,  green,  and  yellow, 
which  hang  by  blue  ribbons  from  rings  in  a  brown  and 
dull  yellow  egg-and-dart  band  extending  across  the  width 
of  the  tapestry.  The  fruits  include  grapes,  pears,  pome- 
granates, and  gourds.  On  the  wider  tapestries  (32b,d),  a 
winged,  nude,  brown-haired  child  sprawls  across  the 


swag  on  either  side.  The  lower  borders  show  similar 
swags,  which,  on  the  wider  tapestries,  are  held  by  two 
reddish  brown  eagles  with  much  metal  thread,  seen  from 
the  front,  standing  on  pale  yellow  slabs.  Blue  ribbons  dan- 
gle from  their  beaks. 

The  side  borders  are  mirror  images.  At  the  base  on  each 
side  is  a  blue,  dull  yellow,  and  brown  bowl,  filled  with 
fruit.  A  child  with  pale  yellow  wings  flies  down  to  it;  his 
drapery  is  pink  or  pale  yellow.  Above  him  is  a  red-brown 
eagle,  seen  from  the  front,  with  a  swag  of  leaves  and 
flowers  hanging  from  its  raised  wings,  and  on  its  head  a 
brown  and  yellow  vessel  filled  with  fruit  and  flowers.  A 
winged  boy  sits  on  each  of  these;  above  him  another 
stretches  up  to  reach  the  flower  garland  that  falls  from  the 
upper  corner.  Flowers,  leaves,  and  fruit  in  blue,  green, 
brown,  and  yellow  fill  the  interstices.  The  guards  are  dark 
blue  or  brown  with  the  Brussels  mark  (yellow  letters  and 
pink  shield)  in  the  lower  left  or  center  and  the  weaver's 
name  or  initials  in  pale  yellow  at  the  lower  right. 

CONDITION 

All  the  metal  thread  is  completely  blackened  and  the 
colors  are  greatly  faded,  except  for  the  blues. 

SUBJECT 

Three  other  frequently  found  tapestries  of  the  series  are 
the  Triumph  of  Antony  (inscribed  "Marcus  Antonius  et 
Cleopatra  triumphant"),  Antony  Fleeing  from  the  Ro- 
mans (inscribed  "Romani  Antonium  eis  inobedientem 
astu  prosequntur  sed  frustra"),  and  Antony  and  Cleopa- 
tra Fleeing  from  the  Romans  (inscribed  "Romani  terrestri 
Marte  Antonium  petunt  et  vincitur").  A  Suicide  of  Antony 
(inscribed  "Antonius  desparabundus  se  impsum  intere- 
mit")  is  also  found  as  part  of  a  set.1  The  two  scenes  of 
flight  show  Antony,  or  Antony  and  Cleopatra,  on  horse- 
back, incidents  that  are  not  easy  to  place  historically;  the 
refusal  of  tribute  (32a)  seems  to  be  a  misunderstanding  of 
a  recorded  event.  Apart  from  these,  the  subjects  are  all 
well-known  episodes. 
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The  inscriptions  on  the  versions  of  3  2a,  d,  and  e  in  the 
set  in  the  Art  Institute  of  Chicago  and  on  3  2d  in  the  Ring- 
ling  Museum,  Sarasota,  show  that  the  subjects  could  be 
changed  without  altering  the  compositions.  The  use  of  the 
designs  of  Antony  Fleeing,  Antony  and  Cleopatra  Fleeing, 
and  the  Battle  of  Actium  (3 2d)  to  represent  scenes  from 
the  story  of  Caesar,  as  well  as  the  existence  of  narrow 
panels  inscribed  "Pars  accommoda"  (suitable  part),  sug- 
gest that  little  attention  was  paid  to  the  correspondence 
between  the  inscription  and  the  scene  represented. 

SOURCE  OF  THE  DESIGNS 

A  commission  for  a  set  of  tapestries  with  the  history  of 
Mark  Antony  and  Cleopatra  after  Justus  van  Egmont  was 
given  to  the  Brussels  weaver  Geraert  Peemans  by  Marshal 
Daumont,  then  in  command  of  the  citadel  of  Antwerp,  on 
April  12, 1 661;  gold  and  silver  thread  and  silk  were  to  be 
used.2  As  the  extant  tapestries  of  this  subject  and  period 
are  many  of  them  signed  by  Peemans  and  his  son-in-law, 
Geraert  van  der  Strecken,  and  show  the  style  to  be  ex- 
pected from  a  Rubens-workshop  painter,  the  designs  for 
the  series  are,  undoubtedly  correctly,  attributed  to  Justus 
van  Egmont.  The  close  resemblance  between  this  series 
and  the  one  telling  the  story  of  Zenobia,  known  from 
documentary  evidence  to  have  been  designed  by  Justus 
van  Egmont,  reinforces  the  attribution.3 

WEAVERS  AND  DATE 

Jan  van  Leefdael,  whose  name  or  initials  appear  on 
3  2a,c,  and  d,  and  Geraert  van  der  Strecken,  weaver  of  the 
other  two  pieces,  were  apparently  partners  in  Brussels. 
The  former  became  a  master  in  1644,  and  latter  in  1647. 
Both  names  are  usually  found  on  sets  made  in  their  work- 
shops, though  there  is  no  contemporary  record  of  their 
partnership.4  Van  der  Strecken  died  in  1677.  An  order  for 
a  set  of  ten  pieces  of  Antony  and  Cleopatra  was  placed 
with  these  weavers  by  the  Antwerp  dealer  Louis  Malo  in 
1 65 1,5  the  earliest  date  that  has  been  associated  with  the 
series. 

RELATED  TAPESTRIES 

The  series  was  woven  so  frequently  with  the  same  bor- 
ders as  32  that  it  is  not  possible  to  identify  the  missing 
pieces  of  this  particular  set.  However,  an  example  of 


Antony  Fleeing  from  the  Romans  with  this  border  was 
sold  at  Parke-Bernet,  New  York,  March  11,  1944  (no. 
868,  illus.),  with  the  initials  of  Jan  van  Leefdael,  and  an- 
other, with  the  same  weaver's  full  name,  was  sold  with  Sir 
Bernard  Eckstein's  collection  at  Sotheby's,  London,  Feb- 
ruary 25,  1949  (no.  156,  illus.).  An  example  of  Antony 
and  Cleopatra  Fleeing,  with  the  same  border  and  the  ini- 
tials of  Geraert  van  der  Strecken,  was  sold  at  the  Hotel 
Drouot,  Paris,  February  17, 18, 1930  (no.  291,  illus.). 

A  number  of  substantial  sets  have  been  published.  One 
of  eight  pieces,  made  up  of  the  five  subjects  of  32  and  the 
three  most  commonly  found  others,  was  in  the  Austrian 
National  Collection;  five  are  signed  by  Jan  van  Leefdael 
and  three  by  Geraert  van  der  Strecken.6  The  Triumph  is 
still  in  Vienna;  the  others  are  in  the  Castle  of  Prague.  The 
borders  and  inscriptions  are  the  same  as  those  of  3  2. 7 

A  set  was  bought  by  the  duke  of  Savoy  in  1665;  five 
pieces  are  in  the  Quirinale  Palace,  Rome,  and  a  side  border 
is  in  Turin.  The  same  weavers'  names  appear,  but  the 
borders  differ  and  include  the  arms  of  Savoy.8 

Five  pieces  are  owned  by  the  Uffizi  Gallery,  Florence: 
Cleopatra  Dissolving  the  Pearl,  the  Meeting  of  Antony 
and  Cleopatra,  the  Battle  of  Actium,  Antony  Fleeing,  and 
Antony  and  Cleopatra  Fleeing.  They  have  the  same  bor- 
ders and  inscriptions  as  32. 

A  set  of  fourteen  pieces  in  the  Art  Institute  of  Chicago 
signed  by  Geraert  Peemans  and  Willem  van  Leefdael 
(Jan's  son)  includes  all  five  subjects  of  32,  as  well  as  inci- 
dents from  the  life  of  Julius  Caesar,  some  of  them  involv- 
ing Cleopatra.9  The  borders  and  inscriptions  are  different. 
The  set  is  presumably  an  amalgamation  of  designs  from 
the  Cleopatra  and  the  Julius  Caesar  series,  combined  to  fill 
an  unusually  large  order. 

A  set  of  six  pieces  was  sold  at  Sotheby's,  April  30,  197 1 
(nos.  15-19,  Meeting  illus.),  from  the  collection  of  S.  A.  H. 
Walker-Heneage.  It  includes  all  the  subjects  of  32  except 
the  Battle  of  Actium,  as  well  as  Antony  Fleeing  and  the 
Suicide  of  Antony.  All  but  the  Death  of  Cleopatra  are 
signed  by  Geraert  van  der  Strecken.  The  borders  are  very 
similar  to  those  of  3  2,  except  for  the  absence  of  the  flying 
childen  at  the  bottom  of  the  side  borders  and  of  the  land- 
scapes in  the  lower  borders.  Three  pieces  of  this  set  {Cleo- 
patra Asked  to  Pay  Tribute,  the  Meeting  of  Antony  and 
Cleopatra,  and  the  Death  of  Cleopatra)  were  sold  again  at 
Christie's,  July  5, 1979  (nos.  121-23, a^  iUus.),  and  at  the 
same  auction  house,  March  27, 1980  (nos.  130— $z,Meet- 


207 


ing  illus.).  A  Suicide  of  Antony  with  van  der  Strecken's 
initials  was  in  the  Mrs.  Henry  Walters  sale,  Parke-Bernet, 
New  York,  November  30— December  4, 1943  (no.  1 13 1). 
A  set  of  four  pieces  {Antony  and  Cleopatra  Fleeing,  the 
Battle  of  Actium,  Cleopatra  Asked  to  Pay  Tribute,  and  the 
Death  of  Cleopatra)  were  sold  by  the  F.  S.  J.  Silvertop  Will 
Trust  at  Christie's,  June  18,  1953  (no.  154);  they  have 
signatures  or  initials  of  Jan  van  Leefdael  and  van  der 
Strecken. 

Several  figures  in  the  Cleopatra  series  are  also  found  in  a 
set  of  fifteen  pieces  of  the  story  of  Zenobia,  signed  by 
Geraert  Peemans,  and  documented  as  designed  by  Justus 
van  Egmont,  which  was  sold  at  the  Galerie  Georges  Petit, 
Paris,  June  15,  1928  (nos.  44—58,  five  pieces  illus.);  four 
pieces  are  in  the  Brussels  Royal  Museums.10  Other  sets  of 
this  story  are  in  the  Bayerisches  Nationalmuseum  and  the 
Spanish  National  Collection.11 

A  Cleopatra  tapestry  signed  by  Peemans  in  the  Spanish 
National  Collection  shows  two  subjects  (Cleopatra  re- 
ceiving the  news  of  Antony's  death  and  sacrificing  to  his 
spirit)  that  are  not  included  in  the  other  sets  of  the  Antony 
and  Cleopatra  series.12  It  has  the  same  borders  as  the 
Zenobia  sets.  The  borders  of  3  2  and  of  the  sets  in  Vienna, 
Prague,  and  the  Uffizi  are  also  found  on  some  sets  of  the 
Story  of  Constantine  after  Rubens,  woven  by  Geraert  van 
der  Strecken,  of  Scipio  after  Giulio  Romano  by  van  der 
Strecken  and  van  Leefdael,13  and  of  Julius  Caesar  after 
Justus  van  Egmont.14  A  very  similar  but  not  identical  bor- 
der is  found  on  an  example  of  Antony  Fleeing  that  was  in 
the  Chateau  de  la  Houssaye  sale  at  the  Palais  Galliera, 
Paris,  June  26,  1962  (no.  155,  illus.),  signed  by  G.  (for 
Guilam,  Willem)  van  Leefdael;  the  inscription  on  this 
piece,  however,  is  "Caesar  Pompeium  fugientem  prose- 
quitur." The  border  also  appears  on  an  example  of 
Antony  and  Cleopatra  Fleeing  that  was  sold  at  Neumeister, 
Munich,  October  27-29, 1971,  which  is  inscribed  "Julius 
Caesar  et  Pompeius  confliquint,"  and  on  two  pieces  in  the 
Ringling  Museum,  Sarasota,  from  the  Vincent  Astor  sale, 
American  Art  Association,  New  York,  April  20,  21, 1926 
(nos.  293,  294,  illus.),  one  the  Battle  of  Actium  (inscribed 
"Pompeius  a  Cesare  victus  fugit"),  the  other  from  a  Julius 
Caesar  set. 


HISTORY 

Said  to  have  been  owned  by  the  Barberini  family  of  Rome  and 


later  by  King  Ludwig  of  Bavaria  (died  18 86). 15  Acquired  by 
Mr.  William  Coles  from  Sypher  &  Co.,  New  York. 
Bequeathed  to  the  MMA  by  Mrs.  William  Coles  (Elizabeth  U. 
Coles),  in  memory  of  her  son,  William  F.  Coles,  1892. 


EXHIBITIONS 

Washington,  D.C,  Corcoran  Gallery  of  Art,  1908.  Tapestries, 
Textiles  and  Embroideries,  A  Loan  Exhibition  Given  by  The 
National  Society  of  Fine  Arts,  cat.  nos.  2, 3  [3  2b,c],  both  illus. 

Bellingham,  Washington,  Whatcom  Museum,  1976.  5000 
Years  of  Art:  An  Exhibition  from  the  Collections  of  the 
Metropolitan  Museum  of  Art,  cat.  no.  50  [32c],  illus. 


PUBLICATIONS 

Drawings,  Water-Color  Paintings,  Photographs  and  Etchings, 
Tapestries  Etc.  MMA  Handbook.  New  York,  [1894],  p.  59, 
nos.  II- VI.  Listed  as: 

II.  The  Ambassador  of  the  Roman  Senate  comes  to  de- 
mand a  tribute  of  Cleopatra  because  she  fled  from  the 
battle  of  Philippi. 

III.  The  meeting  of  Antony  and  Cleopatra  at  the  river 
Cydnus. 

IV.  Cleopatra  dissolving  the  pearl  in  honor  of  Antony. 

V.  The  Flight  from  the  battle  of  Actium. 

VI.  The  Death  of  Cleopatra. 

Coles  Gallery,  8:  Tapestries  and  Paintings,  Malachites,  Vases, 
Etc.  MMA  Handbook.  New  York,  [1895],  p.  3.  Listed. 

C.  H.  "A  Set  of  Tapestries."  MMA  Bulletin  1  (1905-06)  pp. 
140—42,  illus.  [j2e].  Called  mid-seventeenth  century,  de- 
signed by  Rubens  (with  "little,  if  any  doubt"). 

Hunter,  George  Leland.  "Tapestries  at  the  Metropolitan  Mu- 
seum." International  Studio  45  (February  19 12)  illus.  p. 

LXXXVI  [3 2d]. 

Hunter,  George  Leland.  Tapestries,  Their  Origin,  History  and 
Renaissance.  New  York,  1912,  p.  406,  pi.  277  [32c]. 

Candee,  Helen  Churchill.  The  Tapestry  Book.  New  York, 
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32a  Cleopatra  Asked  to  Pay 
Tribute  to  Rome 

DESCRIPTION 

Cleopatra,  wearing  a  light  brown  and  dull  pale  red  cos- 
tume, with  a  blue  strap  to  her  sandal,  is  seated  on  a  brown 
throne,  with  a  griffin  as  a  side  support,  under  a  dull  dark 
green  and  yellow  canopy.  A  dark-haired  Roman  envoy  in 
a  dull  red  robe,  with  a  yellow  cloak  and  brown  leg  cover- 
ings, holds  out  a  letter  to  her.  Behind  him  is  the  head  of  a 
man  wearing  dull  blue  armor  and  a  pink-plumed  blue 
helmet.  Two  women,  one  in  blue,  are  visible  behind  Cleo- 
patra, and  a  man  with  an  intense  blue  cloth  over  his  head 
stands  in  the  background;  part  of  the  head  of  another 
figure  with  a  pale  blue  and  gray  head  covering  is  seen 
behind  him.  A  landscape  in  pale  tones  of  blue  and  cream 
fills  the  upper  left  corner;  the  heads  of  two  soldiers  with 
gray  helmets  and  spears  are  visible.  The  steps  of  the  throne 
are  covered  with  an  elaborately  patterned  carpet  in  dull 
yellow,  pink,  and  pale  and  dark  blue,  with  a  dull  green, 
yellow,  and  brown  fringe.  Two  small  brown  and  gray 
dogs  are  on  the  right. 

The  inscription  in  the  upper  border  reads:  nvntii 

SENATVS  /  ROMANI  /  PETVNT  /  A  CLEOPATRA  TRIBVTVM  / 

quod  ipsa  refvgit  (The  envoys  from  the  Roman  Senate 
demand  tribute  from  Cleopatra,  which  she  refuses).  The 
lower  guard  is  inscribed  with  the  Brussels  mark  in  the 
center  and  1  *  v  *  leefdael  (Jan  van  Leefdael)  on  the  right. 


condition 

The  black  wefts  have  largely  perished.  Portions  of  the 
sky  and  the  dogs  are  much  repaired.  Some  sections  show 
bare  warps,  partially  darned. 

SUBJECT 

No  incident  of  the  kind  described  by  the  inscription  is 
known  to  have  occurred.  Possibly  the  composition  repre- 
sents Cleopatra's  reception  of  the  messenger  sent  her  by 
Antony,  "to  give  an  account  of  the  charges  made  against 
her  of  supplying  Cassius  with  much  money  and  contribu- 
tions for  the  war."16  The  corresponding  tapestry  in  the 
Chicago  set  represents,  according  to  the  inscription,  a 
messenger  from  Caesar  presenting  a  letter  to  Cleopatra. 

RELATED  TAPESTRIES 

The  example  in  Prague  has  similar  borders,  dimensions, 
inscription,  and  weaver's  signature.  The  inscription  on  the 
piece  in  the  Chicago  Art  Institute  reads:  "Caesar  mititit 
legatum  ad  Cleopatram."  It  is  signed  "G.  V.  Leefdael." 
The  borders  differ  and  the  scene  has  been  slightly  cut  on 
the  right.  The  example  in  the  Walker-Heneage  sale  is 
signed  "G.  V.  D.  Strecken";  it  has  the  same  inscription  as 
32a,  but  is  slightly  cut  at  the  top,  showing  less  of  the 
canopy.  Another  sold  at  Sotheby's,  November  26,  27, 
1959  (no.  261),  is  marked  "G.P."  (Geraert  Peemans)  and  is 
inscribed:  "Caesar  fecit  petere  tributum."  An  example  in 
the  Quirinale  Palace,  Rome,  has  the  same  borders  as  3  2. 17 


32b  The  Meeting  of  Antony  and 
Cleopatra 

DESCRIPTION 

Antony,  riding  a  spirited  dark  brown  horse  with  a  black 
tail,  wears  blue  armor  and  a  dull  yellow  and  red  cloak, 
with  much  metal  thread.  He  turns  his  head  to  look  at 
Cleopatra,  who  sits  on  a  blue  cushion  in  the  stern  of  her 
barge  under  a  brown  canopy  supported  by  four  poles  and 
with  a  dull  pink  drapery  thrown  over  it.  She  is  dressed  in 
pale  dull  yellow,  with  a  dull  red  cloak,  and  has  a  small 
crown  at  the  back  of  her  head.  There  are  two  children 
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behind  her,  one  with  a  circlet  of  leaves,  holding  a  fan.  A 
girl  with  leaves  in  her  dark  hair  sits  in  the  center  of  the 
boat,  holding  a  scroll.  Three  women  with  wreaths  on  their 
heads  and  upper  arms  manipulate  brown  and  gray  oars  on 
the  port  side,  and  three  more  are  seated  in  the  bow.  One  in 
blue  plays  a  brown  lute,  another,  in  yellow,  a  flute.  The 


bow  is  covered  in  yellow  brown  drapery,  supporting  a 
garland  and  some  flowers;  a  pale  yellow  banner  waves 
above  it.  A  large  dull  yellow  and  brown  sail  rises  above  the 
barge,  with  a  nude  cupid  reclining  on  it;  he  aims  an  arrow 
at  Antony.  The  head  and  shoulders  of  a  man  in  blue  are 
visible  on  the  extreme  left  behind  the  horse.  The  brown 
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and  gray  barge  is  richly  decorated  with  carving  and  green 
garlands;  the  rudder  has  a  bird's  head  at  the  top.  The  sky 
is  pale  blue  and  dull  yellow,  with  a  blue-green  and  pale 
yellow  tree  on  the  left  and  a  distant  blue-green  landscape 
visible  on  the  right  and  between  the  horse's  legs.  The  wa- 
ter is  dark  blue  in  the  foreground,  pale  yellow  in  the  dis- 


tance. The  foreground  on  the  left  is  pale  brown  and  yellow, 
with  dark  blue-green  and  pale  yellow  plants  silhouetted 
against  the  barge  and  the  water. 
The  inscription  in  the  upper  border  reads:  antonivs 

IPSAM  /  COMPELLENDI  /  GRATIA  MISSVS  ILLIVS  /  AMORE 

captitvr  (Antony,  sent  to  compel  her,  is  captured  by  love 
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of  her).  The  lower  guard  has  the  Brussels  mark  at  the  left 
and  G  •  v  *  d  •  strecken  (Geraert  van  der  Strecken)  at  the 
right.  Metal  thread  (probably  originally  gilt)  and  silk  are 
lavishly  used  throughout.  Jewels  and  ornaments  on  gar- 
ments are  metal  thread  in  basket  weave. 


CONDITION 

The  tapestry  shows  extensive  repair  throughout.  There 
are  many  bare  warps,  especially  in  black  areas  and  areas 
where  silk  was  much  used,  such  as  the  sky  and  the  horse's 
tail. 

SUBJECT 

The  meeting  of  Antony  and  Cleopatra  is  described  by 
Plutarch: 

She  sailed  up  the  Cydnus  in  a  vessel  with  a  gilded  stern, 
with  purple  sails  spread,  and  the  rowers  working  with  sil- 
ver oars  to  the  sound  of  the  flute  in  harmony  with  pipes  and 
lutes.  Cleopatra  reclined  under  an  awning  spangled  with 
gold,  dressed  as  Venus  is  painted,  and  youths  representing 
the  Cupids  in  pictures  stood  on  each  side  fanning  her.  In 
like  manner  the  handsomest  of  her  female  slaves  in  the 
dress  of  Nereids  and  Graces  were  stationed,  some  at  the 
rudders  and  others  at  the  ropes.18 

The  inscription,  as  it  does  not  name  Cleopatra,  suggests 
that  this  tapestry  follows  32a. 

RELATED  TAPESTRIES 

The  example  in  Prague  has  the  same  borders,  dimen- 
sions, and  inscriptions;  the  weaver's  signature  is  Jan  van 
Leefdael.  That  in  the  Uffizi  has  the  same  borders.  One  in 
the  Quirinale  Palace,  Rome,  by  Jacob  van  Zeunen  (not 
from  the  set  with  the  Savoy  arms)  shows  only  Cleopatra 
and  the  barge.  This  is  true  of  the  example  in  Chicago, 
which  has  the  weaver's  initials  G.V.L.  The  borders  are 
different  from  those  of  32  and  the  inscription  reads: 
"Cleopatra  in  mari  se  recreat."  The  piece  in  the  Walker- 
Heneage  sale  has  the  same  inscription  as  32b;  it  is  slightly 
larger  on  the  left,  so  that  the  soldier  behind  Antony  is 
more  clearly  visible. 

Antony  on  horseback  and  Cleopatra  on  the  barge  are 
found  on  panels  of  a  Zenobia  series,  woven  by  Geraert 
Peemans,  owned  by  Marquis  Raffaello  Mansi  in  19  50. 19 


Antony  is  also  depicted  as  a  single  figure  on  a  narrow 
piece,  inscribed  "Indomita  Virtus,"  from  a  set  of  the  Prov- 
erbs after  Jordaens  in  Tarragona  Cathedral;  the  set  was 
bequeathed  to  the  cathedral  in  1683 .20  A  similar  tapestry, 
signed  "G.  Peemans,"  formerly  owned  by  the  archduke 
Leopold  Salvator  of  Austria,  was  sold  at  Anderson  Gal- 
leries, New  York,  February  4,  5,  1927  (no.  276,  illus.). 
This  and  the  corresponding  Mansi  panel  are  inscribed 
"Pars  accommoda." 

32c  Cleopatra  Dissolving  the  Pearl 

DESCRIPTION 

Cleopatra,  wearing  a  pink  and  dull  yellow  costume  with 
a  brown  cloak,  dangles  a  large  gray  pearl  over  a  fluted 
brown  goblet  and  holds  a  shell-like  brown  saucer  in  her 
left  hand.  Antony,  in  black  and  blue,  with  a  pale  brown 
and  yellow  cloak  and  dark  brown  and  yellow  sandals, 
extends  his  left  hand  toward  her  and  with  his  right  grasps 
the  table,  which  is  covered  with  a  deep  blue  cloth  with 
yellow  stripes.  Behind  him,  a  red-haired  boy  holds  a  gray 
and  brown  helmet  with  a  dragon  crest.  Between  the  seated 
couple,  a  girl  in  dull  yellow  raises  a  tiered  cake  topped 
with  a  sprig  of  yellow  leaves;  she  holds  a  shallow  dish  in 
her  other  hand.  Another  female  servant  in  pink  and  blue 
behind  Cleopatra  carries  a  dish  of  pink,  green,  and  pale 
yellow  grapes  and  other  fruit;  a  third  woman  in  pink 
stands  beside  her.  A  kneeling  woman  in  dark  blue-green 
and  yellow  at  the  lower  right  corner  has  both  arms  around 
a  large  blue  and  yellow  vase,  from  which  she  is  about  to 
pour  a  liquid  into  the  queen's  saucer.  A  cupid  with  brown 
and  dull  yellow  wings  holds  a  torch  in  each  hand,  as  he 
flies  in  the  upper  left  corner.  The  canopy  over  and  behind 
Cleopatra  is  dull  green  and  yellow,  and  blue-green  trees 
are  seen  against  a  pale  blue  and  yellow  sky  in  the  distance; 
a  crescent  moon  and  a  star  are  on  the  right.  The  table 
supports  loaded  dishes,  mostly  in  metal  thread;  in  one 
dish  is  a  fowl.  The  table  leg  and  Antony's  chair  are  brown 
and  black.  The  foreground  is  dark  brown  and  black. 

The  inscription  in  the  upper  border  reads:  Cleopatra 

GEMMAM  /  INEFFABLIS  /  VALORIS  ANTONIO  IN  /  POTVM 

fvndit  (Cleopatra  dissolves  a  gem  of  ineffable  value  in 
Antony's  drink).  The  lower  guard  has  the  Brussels  mark  in 
the  center  and  the  initials  1  •  v  *  l  (Jan  van  Leefdael)  on  the 
right. 
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CONDITION 

The  sky  is  almost  entirely  repaired  in  the  darker  sec- 
tions. All  the  blacks  are  much  perished  and  repaired,  espe- 
cially in  Antony's  costume  and  the  tablecloth.  Silk  areas, 
chiefly  in  pale  tones,  are  also  much  repaired,  especially 
Cleopatra's  dress. 


SUBJECT 

The  story  of  Cleopatra  dissolving  the  pearl  is  told  by 
Pliny.  She  boasted  to  Antony  that  she  would  spend  ten 
million  sesterces  on  a  single  banquet,  which  he  thought 
impossible.  Bets  were  made;  the  queen  served  an  ordinary 
meal,  but,  for  the  second  course,  a  vessel  full  of  vinegar 
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was  placed  in  front  of  her.  She  dropped  into  it  one  of  her 
earrings,  which  dissolved,  and  then  drank  the  vinegar, 
winning  her  bet.21 


RELATED  TAPESTRIES 

The  example  in  Prague  has  the  same  inscription  and 
borders,  but  is  wider.  The  maker's  name  is  Jan  van 
Leefdael.  The  piece  in  the  Uffizi  has  the  same  inscription, 
borders,  and  weaver's  initials  as  3  2c.  In  the  example  in  the 
Quirinale  the  inscription  is  replaced  by  the  arms  of  Savoy, 
the  borders  are  different,  and  the  maker's  name  appears  as 
"I.  V.  Leefdael."  The  composition  is  enlarged  at  the  top, 
so  that  there  is  a  wide  expanse  of  sky  above  the  flying 
cupid.22  The  piece  in  the  Chicago  Art  Institute  is  inscribed: 
"Cleopatra  cum  Anthonio  mense  assidet."  The  borders 
are  different  and  the  weaver's  name  is  given  as  "Gi 
Peemans."  The  composition  is  cut  down  at  the  sides,  so 
that  only  Antony,  Cleopatra,  the  cupid,  and  the  girl  with 
the  cake  are  visible.23  An  example  in  the  Hermitage, 
Leningrad,  has  the  same  inscription  as  32c,  but  different 
borders;  the  initials  of  G.  van  der  Strecken  are  inscribed.24 
The  inscription  is  the  same  on  the  example  in  the  Walker- 
Heneage  sale,  which  is  very  close  to  32c.25 


In  the  distance  on  the  right  is  another  boat  with  four 
armed  men  and  a  man  blowing  a  curved  horn  that  ends  in 
an  animal's  head.  A  brown  and  dull  yellow  canopy  ex- 
tends above  Cleopatra.  Her  boat,  in  shades  of  brown, 
reddish  brown,  and  dull  yellow,  with  much  metal  thread, 
is  elaborately  decorated  with  sea  beings  and  leaf  forms; 
the  attacking  boat  has  the  same  colors.  The  sky  is  pale  blue 
and  yellow,  the  turbulent  sea  dark  blue,  gray,  and  pale 
yellow. 

The  inscription  in  the  upper  border  reads:  antonivs 

APERTO  /  NAVALI  PRAELIO  /  A  ROMANIS  DEBELLATVR  /  ET 

fvgit  (Antony,  at  the  beginning  of  the  naval  battle,  is 
attacked  [or  overcome]  and  flees).  The  lower  guard  has 
the  Brussels  mark  at  the  left  near  the  center  and  is  in- 
scribed at  the  right  in  pale  yellow:  ian  •  van  •  leefdael. 


CONDITION 

The  metal  thread,  extensively  used  throughout,  is  com- 
pletely blackened.  Large  areas  have  been  repaired  with 
coarse  darning,  especially  in  the  distant  sea  and  sky.  Any 
reds  and  pinks  that  were  originally  present  are  no  longer 
visible. 


32d  The  Battle  of  Actium 

DESCRIPTION 

Antony,  wearing  a  gray  helmet  with  a  brown  dragon 
crest,  blue  and  gray  armor,  and  a  dull  yellow  cape,  stands 
in  a  boat  on  the  left,  with  Cleopatra  behind  him.  Below 
him  a  seated  man  in  a  blue  helmet  holds  a  blue  sword  in  his 
right  hand  and  a  gray  shield  in  his  left.  In  the  prow  of  a 
boat  approaching  from  the  right  stands  a  warrior  with  a 
green  and  blue  plumed  helmet,  green  and  blue  costume, 
and  gray  armor.  Two  nude  men  row  the  boat,  another 
sounds  a  large,  curved,  dull  yellow,  brown,  and  green 
horn,  and  a  man  in  blue  armor  with  a  dull  yellow  cloak 
and  plumed  helmet  holds  a  long  standard  with  a  wreath  at 
the  top  and  a  dull  yellow  banner  inscribed:  spqb  (for 
spqr).  Two  men  with  spears  are  visible  between  the  fore- 
ground attackers,  as  is  a  man's  head  under  Antony's  left 
arm,  and  the  head  of  a  woman  behind  Cleopatra.  A  pale 
yellow  and  gray  flag  flies  at  the  stern  of  the  attacking  boat. 


SUBJECT 

The  battle  of  Actium  is  described  by  Plutarch.  Antony, 
when  he  saw  Cleopatra's  ships  sailing  away,  followed  and 
joined  her.  Some  light  vessels  from  Augustus's  fleet  pur- 
sued them,  but  only  one  came  close,  that  of  Eurykles.  He, 
however,  did  not  attack  Cleopatra's  ship.  An  actual  en- 
counter between  Antony  and  any  of  Augustus's  support- 
ers at  this  stage  of  the  battle  is  not  recorded.26 


RELATED  TAPESTRIES 

The  example  in  Prague  has  similar  dimensions  and  the 
inscription,  borders,  and  maker's  name  are  the  same. 

That  in  the  Quirinale  has  different  borders.  The  compo- 
sition has  been  cut  on  the  right,  showing  only  the  head  and 
arm  of  the  man  with  a  standard  and  the  head  and  hands  of 
the  man  blowing  a  horn;  it  is  enlarged  at  the  top,  so  that 
the  sky  is  visible  above  the  canopy  and  the  wreath  at  the 
top  of  the  standard. 

The  piece  in  the  Chicago  Art  Institute  is  inscribed: 
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"Cleopatra  ab  inimicis  in  mari  invaditur."  The  border  is 
different  from  that  of  3  2d.  It  is  signed  "G.  v.  Leefdael." 
The  composition  is  cut  at  the  right,  so  that  the  men  with 
the  standard  are  omitted.  The  example  in  the  Ringling 
Museum,  Sarasota,  is  inscribed:  "Pompeius  a  Cesare  vic- 


tus  fugit."  It  is  signed  by  G.  v.  Leefdael.27  The  composition 
is  slightly  enlarged  on  the  right  and  the  border  shows 
variations  in  the  positions  of  the  children.  A  piece  owned 
by  Count  Guy  van  den  Steen,  Chateau  de  Jehay,  Belgium, 
is  signed  "Ian  van  Leefdael." 
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32e  The  Death  of  Cleopatra 

DESCRIPTION 

Cleopatra  holds  a  brown  basket  of  blue  and  pale  yellow 
fruit  in  her  lap  and  the  dark  blue  and  brown  asp  in  her 
right  hand  as  it  bites  her  on  the  arm.  She  wears  a  pale 
yellow  undergarment  with  a  black,  brown,  and  red-brown 
mantle.  Her  two  servants,  in  black,  dark  blue,  and  pale 
yellow,  sit  at  her  feet,  with  two  Roman  soldiers  in  blue  and 
gray  armor  behind  them.  A  man  in  blue  with  a  gray  feath- 
ered cap  is  partly  visible  beside  the  dark  green  curtain  that 
forms  the  background  behind  Cleopatra;  he  is  presumably 
the  man  who  brought  the  asp  in  a  basket  of  figs.  A  piece  of 
green  and  dull  yellow  drapery  is  twisted  around  a  brown 
column  on  the  right.  The  brown  throne  on  which  Cleo- 
patra sits  is  ornamented  with  classical  motifs.  The  stone 
floor  is  in  shades  of  brown  and  yellow.  Dark  and  pale  blue 
and  green  trees  and  bushes  are  seen  against  a  yellow  and 
pale  blue  sky  in  the  distance  on  the  left. 

The  inscription  in  the  upper  border  reads:  Cleopatra 

NE  IN  /  TRIVNPHVM  [sic]  DVCATVR  /  ASPIDIS  MORSV  SIBI  / 

mortem  infert  (Lest  she  should  be  led  in  triumph, 
Cleopatra  kills  herself  with  the  bite  of  an  asp).  The  lower 
guard  has  the  Brussels  mark  on  the  left  and  is  inscribed  at 
the  right:  g  •  v  ■  d  •  strecken. 

CONDITION 

The  black  areas  are  almost  bare.  The  lower  part  is  much 
repaired. 

SUBJECT 

The  story  of  Cleopatra's  death  from  snake  bite  is  told  by 
Plutarch.  She  determined  to  commit  suicide  rather  than 
become  part  of  Augustus's  triumphal  procession  in  Rome. 
The  guards  who  were  watching  her  admitted  a  man  from 
the  country  with  a  basket  of  figs.  Under  the  figs  was  an 
asp,  which  Cleopatra  put  to  her  bare  arm.  Her  two  wom- 
en, Eiras  and  Charmion,  were  found  dying  by  Augustus's 
messengers,  with  Cleopatra  in  royal  attire  lying  dead  on  a 
golden  couch.27 

RELATED  TAPESTRIES 

The  example  in  Prague  has  similar  dimensions  and  the 
same  inscription  and  borders.  It  has  the  weaver's  initials, 


G.V.D.S.  There  are  two  examples  in  the  Quirinale;  one 
has  different  borders  and  is  narrower,  so  that  only  Cleo- 
patra, the  countryman,  and  the  nearest  attendant  are 
visible.  Only  Cleopatra  and  the  girl  at  her  feet  are  included 
in  the  Chicago  Art  Institute  piece.  In  this  the  asp  is  omitted 
and  the  inscription  reads:  "Mors  Cesaris  fuit  tristis  Cleo- 
patra." The  borders  are  different  and  the  signature  is  "G. 
Peemans."  The  example  in  the  Walker-Heneage  sale  has 
the  correct  spelling  of  triumphum  in  the  inscription.  A 
piece  sold  at  the  Hall  du  Savoy,  Nice,  March  28,1951  (no. 
303,  illus.),  has  a  narrow  border  without  an  inscription. 

The  figure  of  Cleopatra  is  found  on  a  panel  of  a  Zenobia 
set  owned  by  Marquis  Raffaello  Mansi  in  1950. 

NOTES 

1.  An  example  is  in  the  Quirinale  Palace,  Rome  (11  Palazzo  del  Quiri- 
nale [Rome,  1974]  pl-  n> seen  on  tne  waN  beside  the  door  between 
the  Sala  Regia  and  the  Capella  Paolina). 

2.  Fernand  Donnet,  "Documents  pour  servir  a  l'histoire  des  ateliers  de 
tapisseries  de  Bruxelles,  Audenarde,  Anvers,  etc.,"  Annates  de  la 
Societe  d'Archeologie  de  Bruxelles  10  (1896)  pp.  290,  291. 

3.  Crick-Kuntziger,  "L'histoire  de  Zenobie,"  pp.  11-26. 

4.  Gobel,  Wandteppiche  I,  vol.  1,  p.  386. 

5.  Blazkova  and  Duverger,  Les  Tapisseries,  p.  83. 

6.  Ernst  von  Birk,  "Inventar  der  im  Besitze  des  Allerhochsten  Kaiser- 
hauses  befindlichen  Niederlander  Tapeten  und  Gobelins,"  Jahr- 
buch  der  Kunsthistorischen  Sammlungen  des  Allerhochsten  Kai- 
serhauses  2  (1884)  pp.  213,  214,  no.  cv  6. 

7.  Ludwig  Baldass,  Die  Wiener  Gobelinssammlung  (Vienna,  1920) 
vol.  3,  p.  1,  no.  204,  illus.  [Triumph).  Theodor  van  Thulden  is 
suggested  as  the  designer.  Information  on  the  pieces  in  Prague  was 
provided  by  Dr.  Jarmila  Blazkova. 

8.  Mercedes  Ferrero  Viale,  "Essai  de  reconstitution  ideale  des  collec- 
tions de  tapisserie  ayant  appartenu  a  la  maison  de  Savoie  aux  XVIIe 
et  XVIIIe  siecle,"  La  Tapisserie  ftamande  aux  XVIF  et  XVIIIe 
siecles,  Colloque  international  8—10  octobre  1959,  Koninklijke 
Vlaamse  Academie  voor  Wetenschappen,  Letteren  en  Schone  Kun- 
sten  van  Belgie  (Brussels,  1959)  pp.  278,  281. 

9.  Christa  Charlotte  Mayer,  Masterpieces  of  Western  Textiles  from 
the  Art  Institute  of  Chicago  (Chicago,  1969)  p.  29,  pl.  14  (Caesar  in 
Battle  with  Women  and  Children). 

10.  Crick-Kuntziger,  "L'histoire  de  Zenobie,"  pp.  11—26. 

11.  Albert  F.  Calvert,  The  Spanish  Royal  Tapestries  (London,  1921) 
pis.  198-200. 

12.  Gobel,  Wandteppiche  J,  vol.  2,  p.  384;  Calvert,  Spanish  Royal 
Tapestries,  pl.  190. 

13.  Gobel,  Wandteppiche  I,  vol.  1,  p.  388;  Wandteppiche  II,  vol.  2,  pl. 
19. 

14.  A  tapestry  showing  the  triumph  of  Caesar  after  the  African  cam- 
paign, signed  by  Willem  van  Leefdael,  was  sold  at  Parke-Bernet, 
New  York,  March  29, 1947,  no.  145,  illus.  It  has  the  same  borders 
as  3  2  and  the  same  inscription  as  the  corresponding  tapestry  in  the 
Cleopatra  set  in  the  Chicago  Art  Institute. 

15.  Drawings,  Water-Color  Paintings,MMA Handbook  [1894]  p.  59. 

16.  Plutarch's  Lives,  trans.  Aubrey  Stewart  and  George  Long,  vol.  4 
(London,  1882)  p.  286  (Life  of  Antonius,  chap.  25). 

17.  Palazzo  del  Quirinale,  pl.  11  (seen  on  wall). 
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1 8.  Plutarch,  p.  287  (Life  of  Antonius,  chap.  26). 

19.  Crick-Kuntziger,  "L'histoire  de  Zenobie,"  p.  23. 

20.  Pedro  Batelle  Huguet,  Los  Tapices  de  la  Catedral  de  Tarragona 
(Tarragona,  1956)  p.  71,  no.  10,  pi.  46. 

21.  Pliny,  Natural  History,  trans.  H.  Rackham  (London,  1940)  bk.  9, 
chap.  58,  lines  1 19-21. 

22.  Ferrero  Viale,  "Essai,"  fig.  6. 

23.  Edward  J.  Olszewski,  "The  Tapestry  Collection  of  Cardinal 
Ottoboni,"  Apollo  116  (1982)  fig.  9. 


24.  Les  Arts  appliques  de  lf Europe  occidentale  XIIe-XVIIIe  siecles, 
Hermitage  (Leningrad,  1974)  no.  73,  illus. 

25.  "Coker  Court,  Somerset:  The  Seat  of  Major  G.  W.  Heneage," 
Country  Life  25  (January  2, 1909)  p.  22,  illus.  (on  wall  in  hall). 

26.  Plutarch,  pp.  327,  328  (Life  of  Antonius,  chaps.  66,  67). 

27.  Cynthia  Duval,  500  Years  of  Decorative  Arts  from  the  Ringling 
Collection  (Sarasota,  Fla.,  1981)  p.  161,  no.  156  (called  Julius 
Caesar  and  Pompey  in  the  Harbor  of  Alexandria). 

28.  Plutarch,  pp.  343-45  (Life  of  Antonius,  chaps.  84-86). 
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33  Landscape  with  birds 


Flemish  (Brussels);  woven  by  Daniel  Abbeloos  (c.  1635-after 

1677),  about  1670—80. 
Brussels  mark  and  weaver's  name. 
Wool  and  silk. 

11  ft.  6  in.  x  14  ft.  11  in.  (3.51  mx4.55  m). 
21-24  warps  per  inch,  8-10  per  centimeter. 
Theodore  M.  Davis  Collection,  Bequest  of  Theodore  M.  Davis, 
1915  (30.95.133). 

DESCRIPTION 

A  pale  blue  and  yellow  stream  flows  from  the  far  dis- 
tance to  the  lower  right  corner.  Two  blue,  red,  pale  yel- 
low, and  brown  birds  are  in  the  right  foreground,  another 
near  a  small  waterfall  flanked  by  two  pollarded  bushes  in 
the  middle  distance,  and  a  fourth  farther  away.  Several 
kinds  of  trees  rise  on  either  bank;  they  have  leaves  in 
shades  of  green  and  pale  yellow  and  gray  and  brown 
trunks.  A  dead  stump  is  visible  on  the  left.  The  sky  is  blue 
at  the  top,  pale  yellow  near  the  horizon.  In  the  distance  are 
hills,  a  walled  town  by  the  water,  and  more  trees,  all  in 
pale  tones  of  gray,  yellow,  and  green.  In  the  foreground  on 
the  left  are  a  rosebush  with  red  blossoms  and  a  large  plant 
with  dark  green  leaves  and  blue  flowers.  Dark  green 
rushes  grow  by  the  stream.  On  the  little  brown  and  gray 
beach  where  the  large  birds  stand  are  some  pebbles  and 
pale  yellow-green  plants.  Above  the  birds  is  a  large  plant 
with  blue-green  leaves  and  dull  yellow  flowers. 

The  narrow  inner  band  of  the  border  is  yellow  and 
brown,  imitating  a  wooden  frame  lit  from  the  upper  left. 


The  ground  of  the  main  border  is  brown,  with  scrolls  and 
twisting  foliage,  flowers,  and  feathers  in  shades  of  red, 
blue,  green,  yellow,  brown,  cream,  and  tan;  red  and  white 
roses  and  yellow  and  red  poppies  can  be  distinguished. 
The  feathers  are  red,  blue,  and  brown.  The  vertical  bor- 
ders have  each  a  seated  gray  bird  at  the  top  and,  about 
halfway  down,  a  brown  hawk  perched  on  a  blue  quiver, 
with  a  dull  yellow  hunting  horn  slung  on  a  red  ribbon 
below.  The  guards  are  black.  The  Brussels  mark  with  yel- 
low letters  and  a  red  shield  is  slightly  to  the  left  of  the 
center  of  the  lower  guard;  on  the  lower  right  is  the  name: 
daniel  •  ab  (Daniel  Abbeloos)  in  yellow  (see  detail). 

CONDITION 

Some  colors  have  faded,  especially  the  lighter  blues  and 
reds.  There  are  a  few  very  small  areas  of  repair. 

WEAVER  AND  DATE 

Daniel  Abbeloos  and  Jan  der  Borght  signed  a  contract 
on  January  24,  1677,  to  make  a  set  of  six  wool  and  silk 
tapestries  for  Giles  Postel,  to  contain  landscapes  with  birds 
and  small  animals.  They  were  to  be  the  same  design  as 
others  made  for  a  seigneur  de  Tildonck,  but  with  more 
silk,  finer  wools,  brighter  colors,  more  naturally  shaded 
leaves,  and  other  improvements.  The  height  of  each  piece 
was  to  be  4V2  ells.1  This  is  slightly  less  than  the  height  of 
33,  which  is  5  ells,  but  the  description  of  the  1677  set  is  so 
similar  that  it  is  highly  probable  that  33  was  designed  and 
woven  about  the  same  time. 

PUBLICATION 

Rorimer,  James  J.  "The  European  Decorative  Arts."  The 
Theodore  M.  Davis  Bequest.  Section  2  of  MMA  Bulletin  26 
(March  193 1)  p.  25,  fig.  7. 

NOTE 

i.J.  Duverger,  "Tapijtwerk  uit  het  atelier  van  Daniel  Abbeloos," 
Artes  Textiles  6  (1965)  pp.  98, 107. 
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34  Autumn 


From  a  set  of  the  Four  Seasons 


Flemish  (Brussels);  designed  by  Lodewijk  van  Schoor  (1666— 
1726),  and  woven  by  Jan  Frans  van  den  Hecke  (fl.  1662— 
1 691)  or  Pieter  van  den  Hecke  (fl.  1703-175  2),  1 690-1 720. 

Wool  and  silk. 

10  ft.  7  in.  x  14  ft.  1  in.  (3.23  m  x  4.29  m). 
19-21  warps  per  inch,  7-9  per  centimeter. 
The  Lillian  Stokes  Gillespie  Collection,  Bequest  of  Lillian 
Stokes  Gillespie,  1915  (15. 121. 8). 


DESCRIPTION 

A  female  figure  representing  Autumn  is  seated  on  a  low 
platform.  She  has  a  headdress  of  pale  yellow,  green,  and 
red  grape  leaves  and  pale  blue  and  red  bunches  of  grapes, 
and  holds  a  rod  with  yellow  and  green  grapevines  twisted 
around  it.  She  wears  a  pale  blue  dress  and  dark  red  cloak, 
with  a  richly  decorated  red  and  yellow  drapery  over  her 
knees.  She  rests  her  right  arm  on  a  brown  table  with  a 
massive  vase-shaped  support,  on  which  is  a  red-brown 
chalice-shaped  bowl  of  dull  red,  green,  and  yellow  grapes. 
On  the  left  stands  a  woman  with  gray  wings,  who  raises  a 
pair  of  scales  in  her  right  hand  and  represents  September. 
She  has  a  crown  of  long  green  leaves  and  wears  a  dark 
blue-green  dress  with  dark  red,  gray,  and  yellow  drapery 
over  it.  Her  left  hand  supports  bunches  of  red,  blue,  and 
green  grapes  and  red  apples.  To  the  right  stands  another 
winged  woman  holding  a  dull  yellow  and  black  scorpion 
in  her  right  hand;  she  represents  October.  Her  crown  is  of 
green  and  pale  yellow  oak  leaves,  and  she  supports  a  basket 
of  red,  green,  and  pale  brown  fruit  and  chestnuts  with  her 
left  hand.  Her  dress  is  pale  gray  and  tan,  with  decoration 
in  dull  yellow  and  pink.  Behind  the  three  figures  are  a 
fluted  brown,  yellow,  and  gray  column,  with  a  blue  and 
dull  yellow  drapery  around  it,  and  a  large  gray  covered 
vase  decorated  with  classical  foliage.  A  blue  curtain  with  a 
large  blue  and  dull  yellow  tassel  forms  a  backdrop  to 
Autumn,  and  brown,  green,  and  pale  yellow  trees  rise 
behind  it. 

In  the  background  on  the  left  is  a  vintage  scene,  with 
men  pouring  grapes  and  wine  into  large  brown  and  gray 
barrels  and  casks.  High  open  arches  surround  this  activity, 


with  three  figures  visible  on  a  balcony  at  the  top.  The 
background  on  the  right  shows  a  landscape  with  a  blue 
sky  and  three  large  blue-green  and  pale  yellow  trees.  The 
platform  on  which  Autumn  is  seated  is  covered  with  a  red 
carpet  with  a  dull  yellow  decorated  border.  The  fore- 
ground is  gray  and  brown  with  piles  of  green  and  red 
leaves  and  fruit,  including  pale  blue  and  yellow  grapes, 
dark  blue-green  and  dull  yellow-green  pumpkins,  and 
gourds. 

The  borders  (not  original)  are  in  red,  red-brown,  and 
dull  yellow. 

CONDITION 

The  tapestry  has  been  cut  all  around;  all  the  borders  are 
replacements.  It  has  been  extensively  repaired  through- 
out. The  top  left  corner  is  a  jumble  of  meaningless  frag- 
ments, some  probably  from  a  sixteenth-century  tapestry. 
Large  rewoven  areas  are  found  on  the  wings  of  September, 
the  costumes  of  all  three  main  figures,  the  distant  land- 
scape, the  fruit  in  the  left  foreground,  and  the  architecture 
on  the  left  side.  Minor  patches  of  repair  are  apparent  in  all 
sections,  some  being  insertions  from  other  tapestries. 

SUBJECT 

The  series  consists  of  four  tapestries,  each  with  a  female 
figure  personifying  a  season  and  three  winged  women  car- 
rying, or  associated  with,  the  zodiacal  signs  of  the  months 
making  up  the  season.  Standard  occupations  of  the  months 
are  seen  in  the  backgrounds.  The  month  of  November  is 
missing  in  34.  The  Months  are  winged,  presumably  to 
indicate  the  swift  passage  of  time.  The  idea  of  so  repre- 
senting them  was  used  in  a  tapestry  series  designed  by  Jan 
van  den  Hoecke  (1611-1651)  and  assistants  soon  after 
1647.1 

When  the  zodiacal  sign  is  a  person  or  persons,  not  an 
animal  or  thing,  it  is  represented  by  wingless  figures  placed 
close  to  the  winged  month;  there  are  two  children  for 
Gemini,  a  young  girl  for  Virgo,  and  a  centaur  for  Sagit- 
tarius. 


220 


SOURCE  OF  THE  DESIGN 

The  attribution  to  Lodewijk  van  Schoor  is  firmly  based 
on  stylistic  resemblances  to  tapestries  known  to  be  after 
this  painter.2  An  example  is  the  signed  Victoria  in  the 
Museum  of  Fine  Arts,  Boston.3  The  series  may,  in  fact,  be 
the  one  represented  by  a  set  of  De  Vier  Tyden  van  het  Jaer 
after  van  Schoor,  bought  from  the  weaver  van  den  Hecke 
by  William  III  of  England  between  1690  and  1700  for  his 
friend  Everard  van  Weede  van  Dijkveld,4  but  weavers  of 
this  family  and  this  artist  collaborated  on  several  Seasons 
series.  The  number  of  pieces  of  the  series  to  which  34 
belongs  that  have  been  found  in  English  collections  does, 
however,  support  the  suggestion  that  William  Ill's  set  was 
one  of  this  series. 


WEAVER  AND  DATE 

Other  tapestries  of  the  series  have  the  mark  of  Jan  Frans 
van  den  Hecke,  who  received  guild  privileges  in  1662.  His 
son,  Pieter  van  den  Hecke,  was  head  of  the  guild  in  1703. 
The  series  is  very  probably  after  a  set  of  cartoons  owned 
by  Pieter,  described  as  a 

chambre,  representant  les  Quatre  saisons  de  Vannee,  en 
quatre  pieces,  avec  les  trois  planetes  [the  signs  of  the  zodiac] 
en  chaque  piece  et  les  quatres  elements  en  deux  pieces; 
ensemble  six  pieces,  a  5  aunes  [11  ft.  5  in.]  de  hauteur:  1. 
L'Automne.  La  Balance,  le  Scorpion,  le  Sagittaire.  9V8 
aunes  [20  ft.  9  in.  wide].  2.  Le  Printemps.  Le  Belier,  le 
Taureau,  les  Gemeaux.  8Vs  aunes  [18  ft.  7  in.  wide].  3. 
L'Ete.  L'Ecrevisse,  le  Lion,  la  Vierge.  7  aunes  [16  ft.  wide]. 
4.  l'Hiver.  Le  Capricorne,  V Aquarius  (le  Verseau),  les  Pois- 
sons.  6Vs  aunes  [14  ft.  wide]  

The  owner  stated  that  the  tapestries  woven  from  these 
designs  could  be  made  wider  if  necessary.5  It  is  not  pos- 
sible to  determine  which  van  den  Hecke  wrote  this  de- 
scription at  what  date. 

RELATED  TAPESTRIES 

As  this  example  is  incomplete  and  has  lost  its  borders,  it 
is  not  possible  to  identify  the  other  pieces  of  the  set.  Other 
pieces  of  the  series  include  the  following: 

Spring 

California  Palace  of  the  Legion  of  Honor,  San  Fran- 
cisco. April  and  May  only.  With  a  simple  narrow  border. 


Lord  Moyne  sale,  Christie's,  London,  July  3, 1935  (no. 
270,  illus.),  sold  again  at  the  same  auction  house,  Novem- 
ber 30,  1967  (no.  140,  illus.).  With  an  elaborate  border 
and  the  initials  of  Jan  Frans  van  den  Hecke. 

Lord  Cunliffe  of  Headley  sale,  Sotheby's,  London, 
March  18,  1966  (no.  10).  It  had  an  elaborate  border  on 
three  sides,  later  removed.6 

Warren  Wright  sale,  Rains  Galleries,  New  York,  Octo- 
ber 5, 6, 193 4. 7  With  a  simple  border. 

Private  collection,  France.8  Without  borders. 

Austrian  National  Collection.  March  only,  inscribed: 
"Pars  Veris."  With  the  initials  of  Jan  Frans  van  den 
Hecke.9 

Leon  van  der  Hoeven  sale,  Hotel  Drouot,  February  19— 
21, 1906  (no.  293,  illus.).  March  only.  Without  borders. 

Summer 

Sold,  Parke-Bernet,  September  21, 1940  (no.  393,  illus.), 
and  November  1—3, 1973  (no.  335,  illus.).  With  an  elabo- 
rate border,  the  inscription  "Aestas,"  and  the  name  "I.  F. 
V.  Hecke." 

On  the  Vienna  art  market  in  1956.10  With  a  simple 
border.  Sold,  Sotheby's,  London,  June  20,  1975  (no.  6, 
illus.).  With  an  elaborate  border. 

Autumn 

Museum  of  Decorative  Arts,  Zagreb.11  With  an  acan- 
thus-leaf border.  November  (missing  in  34)  is  represented 
by  a  centaur  shooting  an  arrow  (Sagittarius),  with  a  winged 
woman  holding  a  basket  of  fruit  sitting  on  his  back. 

Lord  Cunliffe  of  Headley  sale  (no.  11).  Cut  on  left,  but 
including  the  centaur.  With  an  elaborate  border. 

Emile  Jellinck-Mercedes  sale,  American  Art  Associa- 
tion, New  York,  February  20,  1926  (no.  22,  illus.),  sold 
again  at  the  same  auction  house,  January  24—28,  1928 
(no.  1151,  illus.).  With  an  elaborate  border.  Signed  "I.  F. 
V.  Hecke."12 

Winter 

Museum  of  Decorative  Arts,  Zagreb.  With  an  acan- 
thus-leaf border.13 

Cinquantenaire  museum,  Brussels.  With  an  elaborate 
border  and  the  weaver's  initials  J.F.V.  December  is  miss- 
ing.14 

Lord  Cunliffe  of  Headley  sale  (no.  12).  January  only. 
An  adaptation  showing  February  on  the  left  and  a  page 
with  a  plate  of  fruit  on  the  right,  lacking  the  other  two 
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months,  but  with  the  festive  scene  in  the  background,  was 
sold  at  Sotheby's,  London,  June  15, 1928  (no.  159,  illus.). 

The  Zagreb  museum  has  a  tapestry  representing  Air  and 
Water15  with  the  same  border  as  its  Autumn  and  Winter, 
showing  that  this  set  probably  consisted  of  six  pieces,  as 
described  in  the  list  of  Pieter  van  den  Hecke's  cartoons: 
four  Seasons  and  two  pairs  of  Elements.  A  similar  combi- 
nation is  found  in  a  set  of  four  pieces,  Summer,  Winter, 
Air  and  Water,  and  Earth  and  Fire,  with  the  subjects  named 
in  Latin  in  medallions  in  the  upper  borders,  sold  at  the 
Galerie  Charpentier,  Paris,  June  25,  1937  (nos.  111-14, 

Summer  illus.). 

A  tapestry  believed  to  represent  Autumn  in  the  Mobilier 
National,  Paris,16  shows  a  seated  figure  very  close  to  the 
personification  of  Autumn  in  34.  The  same  figure  was 
used  in  another  composition  representing  Autumn,  known 
from  examples  in  the  Victoria  and  Albert  Museum  (inv. 
no.  T.164-1931)  and  the  Fogg  Art  Museum  (acc.  no. 
1953.103). 

The  van  den  Heckes  and,  probably,  Lodewijk  van 
Schoor  were  also  responsible  for  another  set  of  Seasons, 
showing  only  occupations,17  as  well  as  a  series,  presum- 
ably of  six  pieces,  representing  the  activities  of  two 
months  on  each  hanging.18  Yet  another  Seasons  series  is 
represented  by  four  pieces  in  the  Victoria  and  Albert  Mu- 
seum, including  the  Autumn  mentioned  above.19 

HISTORY 

Bequeathed  to  the  MMA  by  Mrs.  Robert  McMaster  (Lillian 
Stokes)  Gillespie,  191 5. 

PUBLICATIONS 

MMA  Annual  Report  1915,  p.  50.  Listed  as  Flemish  (Brussels), 
last  half  of  seventeenth  century,  possibly  style  of  Pieter  van 
den  Hecke. 

D.F.  [Durr  Friedley],  "An  Important  Bequest  of  Tapestries." 

MMA  Bulletin  10  (191 5)  pp.  250-52,  illus.  Said  to  be  in  the 

style  of  van  Schoor,  probably  woven  by  Pieter  van  den  Hecke. 

The  border  called  a  later  addition. 
"The  Gillespie  Tapestries  at  the  Metropolitan  Museum."  Good 

Furniture  6  (191 6)  p.  114.  Described. 


NOTES 

1.  Giinther  Heinz,  "Studien  uber  Jan  van  den  Hoecke  and  die  Malerei 
der  Niederlander  in  Wien,"  Jahrbucb  der  Kunsthistorischen 
Sammlungen  in  Wien  63,  n.s.  27  (1967)  p.  130,  pis.  113-32. 

2.  Marthe  Crick-Kuntziger,  "Deux  tapisseries  bruxelloises  d'apres 
des  cartons  de  Louis  van  Schoor,"  Bulletin  des  Musees  Royaux 
d'Art  et  d'Histoire  26  (1954)  pp.  98-102,  figs.  1  and  2  (example  of 
Winter). 

3.  Adolph  S.  Cavallo,  Tapestries  of  Europe  and  of  Colonial  Peru  in 
the  Museum  of  Fine  Arts,  Boston  (Boston,  1967)  no.  49,  illus. 

4.  Alphonse  Wauters,  Les  Tapisseries  bruxelloises  (Brussels,  1878) 
pp.  269, 270. 

5.  Wauters,  Tapisseries  bruxelloises,  pp.  355-56,  358. 

6.  Advertisement  by  Perez,  London,  in  Apollo  89  (January  1969)  p. 
xviii,  illus.,  and  letter  from  this  dealer. 

7.  Art  News  32  (September  15, 1934)  p.  3,  illus. 

8.  Dario  Boccara,  Les  Belles  Heures  de  la  tapisserie  (Zug,  1971)  p. 
152,  illus. 

9.  Ernst  von  Birk,  "Inventar  der  im  Besitze  des  Allerhochsten  Kaiser- 
hauses  befindlichen  Niederlander  Tapeten  und  Gobelins,"  Jahrbucb 
der  Kunsthistorischen  Sammlungen  des  Allerhochsten  Kaiserhauses 
2  (1884)  p.  209,  no.  civ  2. 

10.  Zdenka  Munk,  "Tri  Briselske  tapiserije  u  Muzeju  za  Umjetnost  i 
Obrt  u  Zagrebu,"  TkalcicevogZbornika  2  (1958)  p.  203,  pi.  2.  The 
months,  from  left  to  right,  are  August,  July,  and  June,  but  possibly 
the  photograph  rather  than  the  design  of  the  tapestry  has  been 
reversed. 

11.  Munk,  "Tri  Briselske  tapiserije,"  pp.  177-203,  pi.  5. 

12.  This  may  be  the  piece  owned  by  the  comte  de  Lasteyrie,  Paris,  in 
1880,  mentioned  but  not  illustrated  in  Ed.  Guichard  and  Alfred 
Darcel,  Les  Tapisseries  decor atives  du  Garde-Meuble  (Paris, 
[1905])  pi.  74. 

13.  Munk,  "Tri  Briselske  tapiserije,"  pi.  3. 

14.  Marthe  Crick-Kuntziger,  Catalogue  des  tapisseries,  Musees  Roy- 
aux d'Art  et  d'Histoire  (Brussels,  1956)  no.  80. 

15.  Munk,  "Tri  Briselske  tapiserije,"  pi.  6. 

16.  Guichard  and  Darcel,  Tapisseries  decor  atives,  pi.  74;  George  Le- 
land  Hunter,  Tapestries,  Their  Origin,  History  and  Renaissance 
(New  York,  1912)  pi.  383.  Said  to  be  from  a  set  of  the  Four  Sea- 
sons, of  which  a  duplicate  set  is  in  New  York. 

17.  Gobel,  Wandteppiche  I,  vol.  1,  p.  360;  vol.  2,  pis.  166,  167  (Sum- 
mer, gardening;  Winter,  skating).  A  narrower  version  of  Summer 
was  sold  at  Parke-Bernet,  November  10, 1956,  no.  512,  illus.,  and 
February  1, 1964,  no.  350,  illus. 

18.  Gobel,  Wandteppiche  I,  vol.  2,  pis.  308,  309  (September  and  Octo- 
ber, boating;  March  and  April,  gardening);  vol.  1,  p.  360  (January 
and  February,  skating;  July  and  August,  picnic);  Marthe  Crick- 
Kuntziger,  "Depot  recent:  une  tapisserie  de  J.  F.  van  den  Hecke," 
Bulletin  des  Musees  Royaux  d'Art  et  d'Histoire,  3rd  ser.,  6  (1932) 
pp.  68—71  (November  and  December,  hunting).  Another  example 
of  March— April  was  sold  at  Parke-Bernet,  May  10, 1969,  no.  122, 
illus. 

19.  These  may  be  the  set  of  four  tapestries  without  borders  once  in  the 
Baumgarten  collection,  New  York  (Hunter,  Practical  Book  of  Tap- 
estries, p.  156). 
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35  The  Arms  of  William  and  Mary 


Flemish  (Brussels);  designed  by  Daniel  Marot  (1663-1752)  or 
Johannes  Christoph  Lotijn  (fl.  1 686-1 700),  and  woven  by 
Hieronymus  Le  Clerc  (fl.  1 676-1719),  1 694-1 700,  for  Wil- 
liam III  of  England  (reigned  168  8-1 702). 

Brussels  mark  and  weaver's  name. 

Wool,  silk,  and  metal  thread. 

9  ft.  9  in.  x  7  ft.  7  in.  (2.97  m  x  2.31  m). 

20  warps  per  inch,  9  per  centimeter. 

Samuel  D.  Lee  Fund,  1936  (36.57). 

DESCRIPTION 

In  the  center  is  a  shield  with  the  arms  of  the  English 
monarchs,  William  III  and  Mary  II  (Quarterly  with  a 
scutcheon  Azure  billetty  and  a  lion  rampant  or  [Nassau] : 
1  and  4,  Quarterly  France  modern  and  England;  2,  Scot- 
land; 3,  Ireland).1  Around  the  shield  is  the  pale  blue  Gar- 
ter band,  with  its  motto:  honi  •  soit  •  qvi  /  mal  •  Y  •  pense 
in  silver  thread;  below  is  a  pale  gray  ribbon  inscribed  in 
red  and  yellow  with  the  motto  of  the  House  of  Orange:  IE 
maintiendray.  A  standing  figure  on  either  side  upholds 
a  royal  crown  with  a  red  lining.  On  the  left  is  Hercules, 
wearing  a  yellow  lion's  skin,  held  by  a  strap  over  one 
shoulder,  with  the  lion-mask  on  his  head.  He  supports  a 
spiked  club  with  his  right  hand.  On  the  right  is  Apollo;  he 
has  a  blue-green  laurel  wreath  and  there  are  yellow  rays 
streaming  out  behind  his  head.  He  wears  a  yellow  fringed 
upper  garment,  dark  blue  and  red  classical  skirt,  and  san- 
dals with  blue  straps.  Between  his  right  knee  and  the  coat 
of  arms  is  a  lyre.  Both  figures  stand  on  a  gray  stone  base, 
on  which  rests,  between  them,  a  red  robe  lined  with  er- 
mine with  a  jeweled  and  fringed  border,  a  helmet  with  a 
small  lion  on  top  under  a  plume  of  blue  and  white  feath- 
ers, and  two  red  and  brown  batons.  On  the  left,  a  blue 
ribbon  with  the  George  of  the  Garter  protrudes  from  under 
the  robe,  and  in  the  center  is  another  with  the  Garter  Star; 
this  has  a  red  cross  and  the  letters  hon.  The  head  of  a  gray 
and  yellow  lion  rises  from  behind  the  base  on  the  left  and 
that  of  a  gray  unicorn  with  a  crown  around  its  neck  on  the 
right.  Each  animal  terminates  in  red,  brown,  yellow,  and 
black  foliage  volutes  with  a  garland  of  blue,  red,  yellow, 
and  black  flowers  and  leaves. 

Behind  the  two  standing  figures  are  trophies  of  classical 


and  modern  arms,  including,  on  the  left,  a  cannon  swab- 
ber and  the  animal  head  of  a  Roman  trumpet;  on  the  right, 
a  linstock  and  Roman  fasces.  Above  these  are  flags  and 
Roman  vexilla  in  blue,  red,  and  orange.  On  the  left,  the 
foremost  flag  has  a  yellow  head  with  petallike  protru- 
sions; on  the  right,  a  red  flag  has  three  yellow  fleurs-de-lis. 
The  uppermost  trophy  on  each  side  is  a  helmet,  the  one  on 
the  left  with  blue  and  white  plumes,  the  one  on  the  right 
with  red  and  white.  At  the  center  of  the  tapestry  at  the  top 
is  the  monogram  WMR  (for  William,  Mary,  Rex  or  Re- 
gina)  on  a  blue  ground  in  an  elaborate  yellow  frame.  From 
this,  garlands  tied  with  fluttering  blue  ribbons  fall  on  ei- 
ther side  and  are  caught  up  by  scrolling  forms  filling  the 
upper  corners  of  the  tapestry.  The  leaves  of  the  garlands 
are  blue,  and  the  flowers,  including  a  number  of  roses,  are 
chiefly  red  and  white.  The  forms  in  the  lower  corners  of 
the  tapestry  are  similar  to  the  upper  ones,  that  on  the  left 
having  a  red  ground;  small  sprays  of  blue,  red,  and  white 
leaves,  flowers,  and  fruit  spring  from  them.  The  back- 
ground is  a  dull  yellow-gray.  The  border  shows  oak  leaves 
and  acorns  crossed  with  ribbons,  simulating  a  carved 
wooden  frame,  in  dull  yellow  gray.  The  guards  are  dark 
blue  with  the  letters  BB,  separated  by  a  red  shield,  and  le  * 
clerc  in  yellow  at  the  lower  right  side. 

Silver  and  silver-gilt  thread  are  used  sparingly  through- 
out for  parts  of  metal  objects  and  the  lettering. 

CONDITION 

The  tapestry  is  extensively  repaired  throughout,  much 
of  the  yellow  silk,  in  particular,  being  recent.  The  uni- 
corn's head  and  the  upper  part  of  Apollo's  costume  are 
largely  rewoven.  Sections  of  the  guard  are  replacements. 

SUBJECT 

The  figure  on  the  right  has  been  variously  identified  as 
Mars,2  Caesar,3  or  Mars  attired  as  Caesar,4  but  the  rays  of 
light  around  his  head  and  the  lyre  beside  him  show  that 
he  is  Apollo.  The  fleurs-de-lis  and  the  rayed  head  on  the 
banners  refer  to  William's  victories  over  Louis  XIV,  the 
Roi  Soleil.  First  Apollo,  the  sun-god,  then  Hercules,  and 
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finally  the  achievements  of  Louis  XIV  constitute  the  icono- 
graphical  program  for  the  Galerie  des  Glaces  at  Ver- 
sailles,5 so  that  William  may  have  chosen  both  figures  as 
an  act  of  defiance  to  his  great  rival.  Hercules  is  the  deity 
usually  chosen  to  represent  William,6  and  both  he  and 
Apollo  stand  for  the  king  on  drawings  by  Romeyn  de 
Hooge  for  fountains;  the  inscriptions  on  these  specifically 
state  that  they  show  "De  Vorst  als  Hercules"  and  "De 
Vorst  vertoont  in  de  gedaente  van  Appollo."7 


SOURCE  OF  THE  DESIGN 

The  general  scheme  is  derived  from  Le  Brun's  armorial 
tapestries.  Stylistically,  the  design  is  close  to  Daniel 
Marot,  but  J.  C.  Lotijn  (or  Lottin),  a  flower  painter,  who 
had  the  title  of  king's  painter  to  William  III  and  acted  as 
his  agent  in  commissioning  tapestries,  may  well  have  been 
the  artist.  It  has  been  suggested  that  he  produced  the 
working  cartoons  after  Marot's  drawings.8  Constantine 
Huygens  the  Younger  wrote  in  1692  of  tapestries  "van 
Marot  geteekent"  that  cost  22  gilders  per  ell,9  and  Lotijn  is 
known  to  have  made  tapestry  designs  for  Brussels  weav- 
ers. David  Teniers  III  has  also  been  proposed  as  the  de- 
signer,10 but  he  died  in  1685. 


WEAVER  AND  DATE 

A  list  dated  June  15,  1700,  of  tapestries  ordered  by  the 
painter  Lotijn  for  William  III  is  known  from  its  publica- 
tion by  Wauters:  "Deux  chambres  de  pieces  a  armoiries, 
melees  d'or  et  argent,  formant  ensemble  huit  pieces,  du 
prix  de  24  florins  Paune,  et  qui  furent  evaluees  par  les 
tapissiers  De  Clerck,  Vander  Borcht,  Cobus  et  Cnot  (ou 
Coenot),  ensemble  fl.  5,760— 00. "n 

Hieronymus  Le  Clerc,  whose  name  appears  on  35,  was 

a  leading  manufacturer  in  Brussels  from  about  1677  to 

1717- 

The  number  of  pieces  bought  by  William  III  was  proba- 
bly sixteen,  eight  to  a  set.  The  phrase  "formant  ensemble 
huit  pieces"  cannot  mean  that  there  were  only  eight  tapes- 
tries in  all,  since  the  price  per  square  aune  and  the  total 
paid  show  that  the  order  comprised  240  square  aunes; 
dividing  this  by  the  square  aunes  of  one  of  the  surviving 
examples  gives  a  figure  close  to  sixteen,12  the  number  of 
tapestries  that  are  known  to  exist. 


The  two  sets  are  unlikely  to  have  been  made  before 
1695,  as  they  are  not  mentioned  in  the  royal  inventory  ot 
that  date.13  On  the  other  hand,  Queen  Mary  died  in  1694, 
so  they  were  presumably  commissioned  before  this  date. 

RELATED  TAPESTRIES 

Other  pieces  of  the  same  set  as  35  are  in  the  Rijksmu- 
seum,  Amsterdam  (signed  "I.  Cobus,"  acquired  1965);14 
Museo  Lazaro  Galdiano,  Madrid  (signed  "Le  Clerc");15 
collection  of  David  Seton  Wills,  Littlecote,  Wiltshire  (not 
signed).16  Signed  pieces  that  have  appeared  in  sales  are  one 
signed  "Castro"  that  was  in  the  Bellenot  sale,  Hotel  Drout, 
Paris,  November  22, 1882  (no.  302), 17  and  one  signed  "Le 
Clerc"  in  the  A.  C.  Morse  sale,  Kende  Galleries,  New 
York,  October  23—24, 1942  (no.  233,  illus.).18  Two  differ- 
ent unsigned  examples  were  in  the  Col.  Sir  W.  Hutcheson 
Poe  sale,  Christie's,  London,  July  26,  1934  (no.  151, 
illus.),19  and  the  Duke  of  Westminster  (Bourdon  House) 
sale,  Sotheby's,  London,  July  10, 1959  (no.  89,  illus.). 

A  very  similar  set  with  Mars  and  Minerva  instead  of 
Hercules  and  Apollo  is  known  from  pieces  in  the  Barber 
Institute  of  Fine  Arts,  University  of  Birmingham,  England 
(signed  "Le  Clerc");20  the  Dutch  Royal  Collection  in  the 
palace  of  Het  Loo  (three  examples,  one  signed  "Cobus" 
and  two  "A.  Castro");21  English  Royal  Collection,  Wind- 
sor Castle  (two  examples,  signed  "Coenot"  and  "Co- 
bus");22  collection  of  the  prince  of  Hesse,  Schloss  Frie- 
drichshof,  Kronberg.23  A  piece  signed  "Le  Clerc"  was  in 
the  Mme  X  . . .  sale  (identified  in  the  copy  of  the  Frick  Art 
Reference  Library  as  the  mistress  of  Leon  Gauchez),  Hotel 
Drouot,  Paris,  April  20-23,  1892  (no.  409,  illus.),  the 
Rochard  sale,  Hotel  Drouot,  May  1,  1905  (no.  141, 
illus.),  the  George  A.  Kessler  sale,  Rains  Galleries,  New 
York,  January  23—25, 1930  (no.  349,  illus.),  and  the  Bur- 
ton S.  Castles  sale,  American  Art  Association— Anderson 
Galleries,  New  York,  December  14,  15,  1934  (no.  312, 
illus.). 

HISTORY 

Owned  by  P.  W.  French  &  Co.,  1933. 

Acquired  for  the  MMA  by  means  of  the  Lee  Fund,  1936. 

EXHIBITION 

New  York,  Pierpont  Morgan  Library,  1979.  William  &  Mary 
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and  Their  House,  cat.  no.  58,  b,  illus.  The  design  said  to  be 
definitely  the  work  of  Daniel  Marot. 

PUBLICATIONS 

"An  Armorial  Tapestry  Made  for  Dutch  William."  Connois- 
seur 91  (1933)  p.  136,  pi.  2.  As  owned  by  French  &  Co.; 
some  other  versions  listed. 

MMA  Annual  Report  1936,  p.  25.  Mentioned. 

Phillips,  John  Goldsmith.  "An  Armorial  Tapestry."  MMA  Bul- 
letin 31  (1936)  pp.  122—24,  ill vxs .  Said  to  be  after  Daniel 
Marot;  figures  called  Hercules  and  Mars.  Dated  1695— 1700. 

V.P-S.  [Vincent  Powell-Smith].  "The  Barber  Armorial  Tapes- 
try." The  Coat  of  Arms  6  (1960—61)  p.  319.  Mentioned; 
figures  called  Hercules  and  Mars  attired  as  Caesar. 

Erkelens,  A.  M.  Louise  E.  "Wapentapijten  van  Willem  III  naar 
ontwerp  van  Daniel  Marot."  Bulletin  van  het  Rijksmuseum, 
1967,  p.  53,  n.  6  (2).  Listed  with  other  examples.  Arms  identi- 
fied as  those  of  William  and  Mary  and  tapestry  dated  1689— 
94,  before  her  death.  Figures  called  Hercules  and  Apollo. 
Design  attributed  to  Daniel  Marot  (with  many  stylistic  com- 
parisons), derived  from  Le  Brun's  armorial  tapestries,  with 
possibly  the  full-scale  cartoons  carried  out  by  J.  Lotijn. 

NOTES 

1.  C.  R.  Humphery-Smith  and  Michael  G.  Heenan,  "The  Royal  Her- 
aldry of  England,  Part  Two,"  The  Coat  of  Arms  6  (1960-61)  p. 
311.  Vincent  Powell-Smith  has  confirmed  in  correspondance  that 
the  arms  are  those  of  the  joint  monarchy. 

2.  Phillips,  "Armorial  Tapestry,"  p.  122. 

3.  Sale  catalogue,  Duke  of  Westminster,  Christie's,  London,  July  10, 
1959,  no.  89. 

4.  V.P-S.,  "Barber  Armorial  Tapestry,"  p.  3 19. 

5.  Pierre  Verlet,  The  Savonnerie.  Its  History.  The  Waddesdon  Col- 
lection (London,  1982)  p.  427,  n.  82.  The  carpets  for  the  Long 
Gallery  of  the  Louvre  are  said  to  show  references  to  Hercules  and 
Apollo  in  the  same  relationship. 

6.  John  Cornforth,  "Drayton  House,  Northamptonshire — III:  The 
Home  of  Colonel  and  Mrs.  Stopford  Sackville,"  Country  Life  137 
(May  27, 1965)  p.  1289. 

7.  William  &  Mary,  exh.  cat.,  no.  152.  In  the  Stichtung  Atlas  van 
Stolk,  Rotterdam. 

8.  Erkelens,  "Wapentapijten,"  p.  52. 


9.  M.  D.  Ozinga,  Daniel  Marot,  de  schepper  van  den  Hollandschen 
Lodewijk  XlV—Stijl  (Amsterdam,  1938).  This  reference  was  pro- 
vided by  E.J.  Kalf. 

10.  Paulina  Junquera,  "Tapices  del  Museo  Lazaro  Galdiano,"  Goya, 
no.  103  (July-August  1971)  pp.  4,  5. 

11.  Alphonse  Wauters,  Les  Tapisseries  bruxelloises  (Brussels,  1878) 
pp.  270,  271,  n.  1.  The  original  document  is  in  Flemish. 

12.  This  calculation  was  made  by  Anthony  Standen.  Heinrich  Gobel 
(Wandteppiche  I,  vol.  1,  p.  375)  gives  the  number  as  twelve,  which 
is  too  few  to  include  all  the  extant  examples. 

13.  H.  H.  Mulliner,  The  Decorative  Arts  in  England:  1660—1780 
(London,  [1924?])  text  to  fig.  181. 

14.  Erkelens,  "Wapentapijten,"  pi.  1. 

15.  Junquera,  "Tapices,"  pp.  3-5,  illus.  Figures  called  Hercules  and 
Mars. 

16.  Christopher  Hussey,  "Littlecote,  Wiltshire — II:  [The  Property  of 
Mr.  David  Seton  Wills],"  Country  Life  138  (December  2, 1965)  p. 
1471,  fig.  15.  The  tapestry  was  listed  in  a  Littlecote  inventory  of 
1897  (information  provided  by  the  curator). 

17.  W.  G.  Thomson,  A  History  of  Tapestry,  3rd  ed.,  rev.  (Wakefield, 
England,  1973)  p.  384. 

18.  This  is  apparently  the  piece  that  was  in  the  Mazaros-Riballier  col- 
lection, Paris,  in  1 88 1  (Ed.  Guichard  and  Alfred  Darcel,  Les  Tapis- 
series  decoratives  du  Garde-Meuble  [Paris,  (1905  ?)]  pi.  72.  Said  to 
have  been  lent  to  the  Garde  Meuble  in  1881;  figures  identified  as 
Hercules  and  Mars,  the  design  said  to  be  probably  by  Jean  Lottin). 
It  was  not,  however,  included  in  the  sale  of  this  collection  at  Mann- 
heim, Paris,  June  18-26, 1890. 

19.  This  is  probably  the  piece  that  was  in  the  Prince  Paul  Galatzin  sale, 
Hotel  Drouot,  Paris,  March  10-n,  1875  (no.  219). 

20.  Handbook  of  the  Barber  Institute  of  Fine  Arts  (Birmingham,  Eng- 
land, 1949)  p.  38,  From  the  collections  of  Lord  Hertford,  Sir  Rich- 
ard Wallace,  Lady  Sackville,  and  Col.  H.  H.  Mulliner  (sold,  Chris- 
tie's, July  10, 1924,  no.  145,  illus.). 

21.  Erkelens,  "Wapentapijten,"  p.  51,  fig.  2.  The  pair  signed  "A.  Cas- 
tro" came  from  the  Hill  Court  sale,  Christie's,  London,  December 
13, 14, 1982,  nos.  27,  28,  illus.  (one). 

22.  Mulliner,  Decorative  Arts  in  England,  text  to  fig.  181,  said  to  have 
been  offered,  but  not  sold,  at  Christie's,  December  17,  19 13,  no. 
141;  Owen  Frederick  Morshead,  Windsor  Castle  (London,  195 1) 
pi.  40  (both  seen  on  wall  of  King  Charles  IPs  Dining  Room),  said  to 
have  been  presented  by  Queen  Mary. 

23.  Erkelens,  "Wapentapijten,"  p.  53,  n.  6  (12);  inherited  from  Queen 
Victoria. 

24.  John  Cornforth,  "Hill  Court,  Herefordshire  I:  The  Home  of  Mr. 
John  Trafford,"  Country  Life  139  (January  27,  1966)  pp.  182, 
183,  fig.  5  (both  seen  on  the  wall  of  hall). 
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36  The  Harvest 


Flemish  (Brussels);  woven  by  Urbanus  Leyniers  (1674— 1747) 

and  Daniel  Leyniers  (1669— 1728),  1712-28. 
Weavers'  names. 
Wool  and  silk. 

10  ft.  x  10  ft.  4  in.  (3.05  m  x  3.15  m). 

1 8-20  warps  per  inch,  8  per  centimeter. 

Bequest  of  George  Blumenthal,  1941  (41.190.254). 

DESCRIPTION 

In  the  center  of  the  tapestry  a  large  gray  farm  wagon  is 
being  loaded  with  yellow  sheaves  of  grain;  a  few  blue 
flowers  are  visible  among  the  ears.  A  man  with  a  gray  hat, 
red  jacket,  yellow  sleeves,  and  blue  leggings  stands  on  top 
of  the  load;  another,  with  a  gray  hat  and  blue  jacket,  raises 
a  sheaf.  A  pale  brown  and  a  white  horse  are  harnessed  to 
the  wagon.  On  the  right,  two  couples  are  dancing.  The 
man  with  his  back  turned  wears  a  red  cap  and  jacket, 
gray -green  breeches,  white  leggings,  and  gray  shoes;  the 
man  facing  him  wears  a  blue  cap,  red  jacket,  and  yellow 
trousers.  The  girl  on  the  left  wears  a  white  cap,  yellow 
blouse,  and  blue  skirt;  the  other  is  in  a  red  blouse,  blue 
skirt,  white  apron,  and  red  stockings.  Behind  the  dancers 
is  a  man  in  a  pale  brown  hat  and  jacket  holding  a  jug  in  his 
right  hand  and  raising  a  tall  glass  in  his  left.  A  hurdy-gurdy 
player,  wearing  a  dark  gray  hat,  yellow-pink  jacket  and 
breeches,  and  blue  stockings,  stands  under  a  group  of 
blue-green  trees  on  the  right.  Beyond  the  horses'  heads  on 
the  left  is  a  group  of  four  harvesters;  the  kneeling  man 
wears  a  white  shirt  and  red  breeches,  the  woman  behind 
him  is  in  blue. 


Seven  distant  figures  are  seen  cutting  the  standing  grain 
or  reclining  nearby.  In  the  background  on  the  left  is  a  large 
thatched  building  on  a  rise  of  ground,  with  scattered  trees 
around.  Farther  off,  other  buildings,  including  a  gateway 
and  a  church  tower,  are  visible.  On  the  right  a  landscape 
with  grain  fields  and  buildings  is  seen  between  the  tree 
trunks.  All  the  background  is  carried  out  in  tones  of  blue, 
pale  yellow,  and  gray.  The  sky  is  blue,  fading  to  white  at 
the  horizon,  with  white  clouds. 

The  foreground  is  brown  and  gray,  with  large  leaves 
and  flowers  in  blue-green  and  white  along  the  lower  edge. 
On  the  left  are  the  uprights  and  some  planks  of  a  crude 
wooden  bridge.  In  the  lower  right  corner  (see  detail),  in 
orange,  is  the  inscription:  v  •  leyniers  •  d  •  l  •  (Urbanus 
Leyniers,  Daniel  Leyniers). 

The  border,  imitating  a  carved  wood  frame,  is  in  strong 
red,  red-brown,  brown,  dark  brown,  and  yellow;  it  is 
made  up  of  scrolling  acanthus  and  oak  leaves  with  acorns. 
The  corners  have  elaborate  shell  forms.  The  guards  are 
dark  brown. 

Silk  is  lavishly  used  throughout,  and  the  use  of  slits  for 
modeling  is  unusually  abundant  and  skillful. 

CONDITION 

There  are  a  few  small  repaired  areas,  especially  on  the 
white  horse,  but  the  condition  of  the  piece  as  a  whole  is 
excellent.  The  horizontal  guards  are  missing,  and  the 
corners  of  the  border  on  the  right  are  replacements. 

SUBJECT 

The  tapestry  belongs  to  the  type  called  "Teniers," 
showing  scenes  of  peasant  life  similar  to  those  painted  by 
David  Teniers  II  (1 610-1690).  It  has,  however,  been 
pointed  out  that  this  artist  rarely  depicted  people  at 
work.1 

SOURCE  OF  THE  DESIGN 

Only  the  dancing  figures  can  be  related  to  known  paint- 
ings by  Teniers.  The  man  with  his  back  turned  appears  in 
his  Village  Festival  in  the  Hermitage2  and  the  woman  on 
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the  right,  reversed,  in  paintings  in  the  Brussels  Royal  Mu- 
seums and  the  Prado.3  Artists  known  to  have  made  "Te- 
niers"  designs  for  the  Leyniers  are  Ignaz  d'Hondt,  Jan  van 
Orley,  and  Augustin  Coppens,4  but  their  individual  con- 
tributions have  not  been  distinguished. 

WEAVERS  AND  DATE 

The  brothers  Daniel  and  Urbanus  Leyniers,  in  partner- 
ship with  Henry  Reydams  from  171 2,  were  the  most 
important  weavers  in  Brussels  in  the  first  third  of  the 
eighteenth  century.  Urbanus's  son  Daniel  (1 705-1 770) 
also  signed  his  works  D.L.,  but  the  initials  on  this  piece  are 
probably  those  of  his  uncle. 

RELATED  TAPESTRIES 

The  subject  is  included  in  a  set  owned  by  the  earl  of 
Wemyss  and  March  at  Stanway,  Gloucestershire  (for- 
merly at  Gosford,  East  Lothian);  the  composition  is  much 
enlarged  on  the  right,  showing  another  group  of  figures.5 
It  is  also  one  of  a  set  of  three  formerly  in  the  collection  of 
Count  d'Outremont  de  Wegimont;  the  others  represent  a 
village  feast  and  a  girl  milking  a  cow.6  The  set  was  sold  at 
the  Hotel  Drouot,  Paris,  April  4,  5, 193  5,  as  from  the  P . . . 
collection  (no.  42,  a-c,  all  illus.),  and  the  Harvest  and  the 
Girl  Milking  a  Cow  again  with  the  Keulen  collection  at  the 
Lempertz  Gallery,  Cologne,  November  24,  1957  (nos. 
1465,  1466,  illus.).  There  are  no  borders  or  signatures. 
The  harvest  scene  is  extended  on  the  right  to  include  two 
children  watching  the  dancers  and  a  seated  man  playing 
the  bagpipes,  and  below  to  show  a  stretch  of  water.  The 
milking  scene  is  of  the  type  woven  by  the  Leyniers  firm.7 

Another  Harvest  was  in  the  Mrs.  Stanley  Grafton  Mor- 
timer sale,  Parke-Bernet,  New  York,  March  19, 1948  (no. 
169,  illus.),  and  was  sold  again  at  the  same  auction  house, 
March  25,  1972  (no.  217,  illus.).  No  signature  is  re- 
corded, but  the  border  is  the  same  as  that  of  36.  The  two 
children  on  the  right  are  present,  but  not  the  bagpiper. 

The  wagon  and  harvesters  are  not  known  to  have  been 
used  on  other  "Teniers"  tapestries,  and  the  hurdy-gurdy 
player  is  unusual,8  but  the  dancers  are  frequently  met  with, 
especially  the  man  seen  from  the  back.  He  appears  in  a 


Peasant  Festival,  signed  by  Urbanus  Leyniers,  from  a  set  of 
nine  made  for  the  archdeacon  de  Clerx  in  1725  from  de- 
signs by  Jan  van  Orley,9  and  in  other  versions  of  the  same 
subject  by  the  same  weaver.10  Adaptations  of  the  group  by 
other  weavers,  even  in  other  cities,  are  frequent.11  The 
border  appears  on  other  Leyniers  tapestries.12 

The  composition,  showing  the  loading  of  the  harvest, 
must  be  distinguished  from  the  more  common  Return 
from  Harvest,  woven  frequently  by  several  weavers, 
though  the  Leyniers  version  has  not  been  identified.13 

HISTORY 

Said  to  have  belonged  to  the  due  de  La  Tremoille,  probably 
Charles  Louis,  due  de  La  Tremoille,  1838-1911. 

In  the  collection  of  George  and  Florence  Blumenthal,  New 
York,  before  1930. 

Bequeathed  to  the  MMA  by  George  Blumenthal,  1941. 

PUBLICATIONS 

Rubinstein-Bloch,  Stella.  Catalogue  of  the  Collection  of  George 
and  Florence  Blumenthal,  New-York.  Vol.  6,  Furniture  and 
Works  of  Art.  Paris,  1930,  pi.  lxxv. 

notes 

1.  N.  Smolskaya,  Tenters,  Hermitage  (Leningrad,  1962)  p.  17. 

2.  Smolskaya,  Teniers,  pi.  25. 

3.  Adolf  Rosenberg,  Teniers  der  Jiingere  (Bielefeld  and  Leipzig,  1895) 
pis.  26,  29. 

4.  H.  C.  Marillier,  Handbook  to  the  Teniers  Tapestries  (London, 
1932)  pp.  26,  27. 

5.  Christopher  Hussey,  "Stanway,  Gloucestershire — I:  A  Property  of 
the  Earl  of  Wemyss  and  March,"  Country  Life  136  (December  3, 
1964)  p.  1493,  fig.  9  (partly  visible  on  wall  of  hall). 

6.  Exhibited,  Exposition  de  Vart  ancien  au  Fays  de  Liege  (Liege, 
1905)  cat.  no.  5360;  G.  Terme,  L'Art  ancien  au  Fays  de  Liege: 
Album  (Liege,  [1910])  pis.  184  (milking  scene),  185  (harvest). 

7.  Marillier,  Handbook,  p.  36,  pi.  19  (a). 

8.  A  seated  man  playing  this  instrument  appears  on  a  festival  scene  in 
the  Brussels  Royal  Museums  (Marthe  Crick-Kuntziger,  Catalogue 
des  tapisseries  [Brussels,  1956]  no.  1 01,  pi.  105). 

9.  Exposition  de  Vart  ancien,  cat.  no.  5357;  Terme,  Art  ancien,  pi. 
183;  Marillier,  Handbook,  p.  3 1. 

10.  Marillier,  Handbook,  p.  27,  pi.  4. 

11.  Marillier,  Handbook,  pis.  3, 47,  50, 63, 72. 

12.  Marillier,  Handbook,  pi.  36  (b);  Alfred  Sussman  sale,  Galerie 
Georges  Petit,  Paris,  May  18, 19, 1922,  no.  151,  illus. 

13.  Marillier,  Handbook,  pp.  7, 18, 30, 41,  50. 
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3  7  The  Story  of  Alexander 


Two  tapestries  from  a  set 

a  Alexander  and  the  Family  of  Darius 
b  The  Battle  of  Arbela 

Flemish  (probably  Brussels);  designed  by  Charles  Le  Brun 

( 1 619-1690),  1661-68;  woven  probably  1700-35. 
Wool  and  silk. 

37a  8  ft.  9  in.  x  12  ft.  5  in.  (2.67  m  x  3.78  m); 
37b  8  ft.  9  in.  x  12  ft.  (2.67  m  x  3.66  m). 
17-18  warps  per  inch,  8  per  centimeter. 
Bequest  ofMary  Anna  Palmer  Draper,  1915(15.43.309  [37b]; 
15.43.310  [37a]). 

SUBJECT 

The  set  to  which  these  tapestries  belong  may  or  may  not 
have  included  other  events  found  in  the  original  paintings 
by  Charles  Le  Brun,  all  now  in  the  Louvre.  The  subjects  of 
these  are  the  battle  at  the  crossing  of  the  river  Granicus 
(334  B.C.);  Alexander's  visit  to  the  family  of  Darius,  cap- 
tured after  the  battle  of  Issus  (333);  the  battle  of  Arbela 
(331);  Alexander's  triumphal  entry  into  Babylon  (331); 
and  Porus  brought  to  Alexander  after  the  battle  at  the 
crossing  of  the  Hydaspes  (326).  The  paintings  were  in- 
tended to  glorify  Louis  XIV  and  absolute  monarchy.1 

SOURCE  OF  THE  DESIGNS 

Engravings  of  all  the  Le  Brun  paintings  were  made  be- 
fore 1679,  when  they  were  included  in  the  state-financed 
volumes  of  the  Cabinet  du  Roi,  which  circulated  through- 
out Europe.2  These  are  the  source  of  all  the  Flemish  tapes- 
try series  of  the  subject. 

WEAVER  AND  DATE 

None  of  the  known  signed  pieces  is  closely  related  to  3  7, 
so  no  weaver's  name  can  be  associated  with  it.  An  eigh- 
teenth-century date  is  indicated  by  the  undistinguished 
quality  of  the  design  and  weaving. 

RELATED  TAPESTRIES 

The  Gobelins  manufactory  made  eight  sets  of  tapestries 
after  the  Le  Brun  paintings  between  1664  and  1688.  Three 


of  the  paintings  are  huge;  the  Battle  at  the  Granicus  is  over 
thirty  feet  long,  the  Battle  of  Arbela  and  the  Defeat  of 
Porus  are  both  over  forty.  Three  tapestries  were  therefore 
made  from  each  of  these  paintings,  the  total  series  thus 
consisting  of  eleven  pieces.  Four  complete  sets  belong  to 
the  Mobilier  National3  and  another  to  the  Austrian  Na- 
tional Collection.4 

The  Flemish  weavers,  copying  prints  after  the  paintings, 
did  not  divide  the  very  large  ones  in  the  same  way  and 
occasionally  added  other  subjects,  so  that  the  numbers  of 
pieces  in  their  Alexander  sets  vary.  Examples  are  a  set  of 
six  pieces  woven  by  Jan  Frans  van  den  Hecke  (fl.  1662— 
1 691)  owned  by  Baron  Rutger  von  Essen,  Skokloster, 
Sweden;5  eight  large  pieces  and  four  entrefenetres  by  the 
same  weaver  in  the  duke  of  Alba's  sale,  Hotel  Drouot, 
Paris,  April  7—20, 1877  (nos.  19—30,  Crossing  the  Grani- 
cus and  the  Battle  of  Arbela  illus.),6  and  later  owned  by 
the  baron  Erlanger;7  five  by  the  same  weaver  in  the  Resi- 
denz,  Wiirzburg,  and  another  set  of  six  by  Geraert  Pee- 
mans  (fl.  1665— 1692)  in  the  same  collection;8  three  pieces 
by  Frans  van  der  Borght  in  the  Hotel  de  Ville,  Brussels;9 
four  in  the  collection  of  the  baron  de  Tuyll  de  Seroos- 
kerken,  Heeze  Castle,  Holland;  a  set  with  the  arms  of  the 
princes  of  Beauvau-Craon,  Chateau  de  Craon  or  Haroue, 
near  Nancy;10  two  pieces  signed  Jodocus  de  Vos  (fl. 
1705-1725)  in  the  Chateau  de  Gaasbeek,  near  Brussels;11 
seven  pieces  by  the  same  weaver  at  Hampton  Court. 12  The 
name  of  Pieter  van  den  Hecke  (fl.  1703-17 5  2)  appears  on 
one  example  formerly  in  Vienna  and  on  one  in  Gent;13 
three  pieces  signed  Marcus  de  Vos  (fl.  1 65  5 — 1 700)  were  in 
the  ducal  castle  at  Meiningen  in  Saxony;  two  of  these  are 
now  in  the  Bayerisches  Nationalmuseum,  Munich.14  A  set 
by  Jakob  van  der  Borght  (seventeenth  century)  has  been 
noted.15  A  set  of  six  in  Schloss  Bruchsal,  Germany,  were 
bought  in  Antwerp  in  1 731. 16  Many  unsigned  examples 
are  known,  especially  of  the  Entry  into  Babylon. 

A  set  of  six  that  was  on  the  New  York  art  market  in 
1929  is  so  close  in  style  to  37  that  it  may  have  been  made 
by  the  same  weaver. 

The  series  was  also  copied  at  Aubusson;  a  set  in  the 
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Musee  de  Vulliod  Saint-Germain  at  Pezenas  in  Languedoc 
includes  Alexander  and  the  Family  of  Darius  and  the  Bat- 
tle ofArbela.  Both  these  subjects  are  also  included  in  the 
set  woven  by  Bernt  van  der  Eichen  in  Copenhagen  in  1 684 
and  preserved  in  Rosenborg  Palace. 

A  set  of  painted  canvas  wall  hangings  signed  by  Jan  and 
Daniel  Smit  of  Amsterdam  is  in  the  Hornsberg  manor 
house,  Kalmar  County,  Sweden.17 

PUBLICATIONS 

MMA  Annual  Report  191 5,  p.  50.  Listed  as  illustrating  scenes 
from  the  History  of  Alexander ,  Flemish,  eighteenth  century. 

"A  Bequest  from  Mrs.  Mary  Anna  Palmer  Draper."  MMA  Bul- 
letin 10  (1915)  p.  96.  Called  Flemish,  about  1750,  after  Le 
Brun. 

37a  Alexander  and  the  Family 
of  Darius 

DESCRIPTION 

Alexander,  wearing  yellow,  red,  and  blue  classical  ar- 
mor with  a  red  cloak,  extends  his  left  hand  toward  Dari- 
us's family  and  servants.  He  has  a  pale  yellow  helmet  with 
a  winged  horse  and  red  and  blue  plumes.  With  his  right 
hand  he  touches  the  arm  of  Hephaestion,  who  stands  be- 
side him,  wearing  blue  armor  and  a  pale  red  cloak;  his 
gray,  red,  and  yellow  helmet  has  a  dragon  and  a  red  and 
yellow  finial.  Fourteen  people  kneel,  crouch,  or  stand  be- 
fore them.  At  their  head  is  Darius's  mother,  Sisigambis,  in 
a  pale  blue  robe  with  yellow  sleeves.  The  other  women,  in 
red,  yellow,  dark  blue,  and  brown,  include  Darius's  wife 
and  two  daughters,  with  his  small  son  Ochus.  In  the  back- 
ground are  men  in  red,  green,  yellow,  blue,  and  brown. 
One  has  a  yellow  and  blue  Egyptian  headdress  with  letters 
and  imitation  hieroglyphs;  the  head  of  a  black  man  is  seen 
below  him.  In  the  right  foreground,  a  kneeling  man  in  a 
red  jacket,  brown  skirt,  blue  sash,  and  pale  dull  yellow 
cloak  bows  to  the  ground,  with  his  hands  clasped  around 
his  head.  On  the  left,  a  seated  woman,  in  a  red  and  blue 
headdress  and  a  yellow  costume,  raises  her  hands.  The 
group  of  supplicants  is  framed  by  the  draperies  of  a  large 
tent,  pale  yellow  lined  with  gray-blue,  which  are  tied  to 
the  trees  with  red  and  yellow  ropes;  the  upper  part  of  the 
tent,  ornamented  with  red  and  yellow  rayed  heads  and 


tassels,  is  visible  in  the  background.  Large  green,  yellow, 
and  brown  trees  rise  on  either  side;  that  on  the  right  sup- 
ports a  yellow-gray  triangular  shield  and  bow  hanging 
from  a  thick  branch.  At  its  foot  is  a  round  red  and  yellow 
shield.  In  the  background  behind  Hephaestion  is  a  blue 
and  yellow  tent  with  one  seated  and  two  standing  soldiers 
in  yellow  and  blue;  one  holds  a  lance  and  shield.  Other 
tents  and  some  trees  are  seen  in  the  distance.  The  upper 
part  of  the  tapestry  is  filled  with  the  green  and  yellow 
leaves  and  branches  of  the  trees,  one  of  which  is  a  palm. 
The  lower  left  corner  has  a  large  green  and  yellow  thistle 
with  pale  yellow  flowers.  The  foreground  is  in  shades  of 
green,  blue,  and  gray. 


CONDITION 

There  are  some  small  areas  of  bare  warp  near  the  base 
and  small  repaired  sections  in  the  sky. 

SUBJECT 

After  Alexander  had  won  the  battle  of  Issus  (333  B.C.), 
the  family  of  the  defeated  Darius,  king  of  Persia,  became 
his  prisoners.  The  story  of  his  visit  to  their  tent  is  told  by 
Quintus  Curtius.18  Hephaestion,  who  was  with  Alexan- 
der, was  the  taller,  so  "the  queens,  thinking  he  was  king, 
did  obeisance  to  him  in  their  native  fashion."  When  Alex- 
ander was  pointed  out  to  them,  Darius's  mother,  Sisigam- 
bis, "fell  at  his  feet,  begging  pardon  for  not  recognizing  the 
king,  whom  she  had  never  seen  before.  The  king,  taking 
her  hand  and  raising  her  to  her  feet,  said:  'You  were  not 
mistaken,  mother;  for  this  man  too  is  Alexander.' "  He 
then  treated  the  "royal  maidens  of  surpassing  beauty"  as  if 
they  had  been  his  sisters  and  ordered  that  all  their  orna- 
ments should  be  returned  to  them. 

SOURCE  OF  THE  DESIGN 

The  design  is  derived  from  an  engraving  after  Charles 
Le  Brun's  painting  of  1661,  perhaps  the  one  by  Simon 
Gribelin  or  the  one  by  Gerard  Edelinck,  made  about 
1 67 1. 19  The  print  by  Sebastien  Le  Clerc  shows  the  seated 
woman  on  the  left  in  deep  shadow.20  The  tapestry  de- 
signer has  followed  the  print  closely,  without  reversing  it, 
but  he  has  added  an  enormous  amount  of  foliage,  both  in 
the  trees  and  on  the  ground. 
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RELATED  TAPESTRIES 

The  Gobelins  tapestry  made  from  the  Le  Brun  painting 
follows  it  very  closely.21 

The  Flemish  examples  include  pieces  signed  by  Jan 
Frans  van  den  Hecke  in  Skokloster,  in  Wiirzburg,  and  in 
the  former  Alba  and  Erlanger  collections.  The  first  two  are 
reversed,  the  third  is  not;  all  are  close  to  the  Gobelins 
design,  with  no  extra  foliage.  The  small  square  example 


from  Schloss  Meiningen,  now  in  the  Bayerisches  National- 
museum,  is  signed  by  Marcus  de  Vos  and  has  the  arms  of 
Duke  Ernst  von  Sachsen-Coburg-Saalfeld  (1658— 1729); 
only  the  central  figures  are  included  and  the  composition 
is  reversed.22  The  piece  by  Jodocus  de  Vos  at  Hampton 
Court23  is  not  reversed  and  is  enlarged  on  the  left  to  show 
a  standing  woman  and  an  extensive  background  of  a 
military  encampment;  there  is  very  little  foliage.  Another 
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by  the  same  weaver  is  at  Gaasbeek  Castle,  Belgium.  An 
example  by  Geraert  Peemans  of  1699  is  in  the  Munich 
Residenz;  it  follows  Le  Brun  closely.  Another  by  this 
weaver  is  recorded  at  the  Wiirzburg  Residenz.  The  ex- 
ample in  the  Chateau  de  Craon  set  is  reversed,  and  among 
other  unsigned  pieces  are  those  in  Schloss  Osterstein, 
Thuringia;24  Baron  de  Tuyll  collection,  Heeze;  and  the 
Hermitage,  Leningrad.25 

An  example  apparently  woven  from  the  same  cartoon 
as  37a  was  on  the  New  York  art  market  in  1929.  It  is  not 
signed  and  has  a  heavy  framelike  border.  It  is  probably  the 
piece  sold  in  Berlin  (Leo  Spik),  September  27,  1962  (no. 
312,  illus.). 

The  example  at  Rosenborg  Palace,  Copenhagen,  woven 
by  Bernt  van  der  Eichen  shows  this  scene  combined  with 
Porus  brought  to  Alexander. 

The  composition  is  found,  reversed,  on  the  painted 
hanging  in  the  set  in  Sweden. 

37b  The  Battle  of  Arbela 

DESCRIPTION 

Alexander,  wearing  a  red  cloak  over  blue  and  yellow 
classical  armor  and  a  gray  helmet  with  a  yellow  winged 
horse  and  red  and  white  plumes  above,  rides  a  cream- 
colored  horse  with  a  pale  blue  cloth  over  its  back.  A  gray 
eagle  soars  above  him.  On  the  left,  Darius  is  seated  in  his 
high,  yellow  and  brown  chariot;  his  robes  are  pale  blue 
and  gray.  His  terrified  horses  are  gray.  On  the  far  left  is  a 
mounted  archer;  he  and  his  horse  are  sheathed  in  yellow 
and  brown  scales,  outlined  in  brown  and  black.  Another, 
near  him,  similarly  clad,  is  in  gray  and  holds  a  large  ban- 
ner. In  the  right  center  foreground,  a  fleeing  man  wears  a 
dark  red  costume  with  an  elaborately  patterned  cloak  in 
blue,  yellow,  brown,  and  gray,  and  blue  sandals.  On  the 
left,  a  riderless  gray  horse  carries  red  drapery  and  a  yellow 
and  gray  shield.  There  is  a  black  man  in  dark  blue  between 
this  horse  and  the  mounted  archer.  The  confused  mass  of 
men  and  horses  that  fills  the  center  of  the  scene  is  almost 
entirely  rendered  in  shades  of  gray  and  dull  yellow, 
though  the  nearly  nude  man  who  restrains  one  of  Darius's 
horses  has  a  dark  red  turban  and  yellow-green  drapery, 
and  the  group  fighting  in  the  lower  right  corner  wears  red 
and  blue  armor  and  yellow  and  green  drapery.  Above  the 
melee  rise  gray  towers,  filled  with  warriors,  carried  on  the 
backs  of  partly  visible  gray  elephants.  There  are  blue-gray 


hills  in  the  distance  on  the  left  and  the  sky  is  pale  gray  with 
darker  gray  clouds.  Foliage  in  dull  greens  fills  the  upper 
corners.  The  foreground  is  in  shades  of  gray,  green,  and 
brown,  with  a  pile  of  red  and  yellow  weapons  in  the  left 
corner  and  some  large,  dark  blue-green  plants. 

A  brown  narrow  horizontal  border  survives  at  the  top. 
Silk  is  lavishly  used  throughout. 


CONDITION 

The  tapestry  is  much  faded.  The  silk  has  perished  in  a 
number  of  areas,  none  of  them  very  extensive,  exposing 
the  warps,  but  there  has  been  little  repair. 


SUBJECT 

Darius,  after  his  defeat  at  Issus,  gathered  an  army  from 
all  parts  of  his  realm,  enlisting  Bactrians,  Scythians,  and 
"Indi."  "The  cavalry  and  their  horses  had  coverings  of 
iron  plates  joined  together  in  one  mesh,"  and  there  were 
two  hundred  chariots  with  scythes  attached  to  their 
wheels.  Elephants,  however,  are  not  mentioned.  He 
camped  at  Arbela,  but  the  battle  was  actually  fought  at 
Gaugamela.  Alexander,  contrary  to  his  usual  custom, 
wore  a  cuirass;  he  was  on  horseback,  Darius  in  a  chariot. 
At  a  crucial  moment,  "those  who  were  around  Alexander 
believed  that  they  saw  a  little  above  the  king's  head  an 
eagle  quietly  flying,  not  terrified  by  the  clash  of  arms,  nor 
by  the  groans  of  the  dying,  and  for  a  long  time  it  appeared 
around  Alexander's  horse,  seeming  rather  to  float  in  the 
air  than  to  fly."  Darius's  charioteer  was  killed  and  the 
Persian  king  turned  his  chariot  to  flee.26 

SOURCE  OF  THE  DESIGN 

The  very  long  engraving  by  Gerard  Audran,27  after  Le 
Brun's  huge  painting  of  about  1668,  was  presumably  cop- 
ied to  make  the  cartoon.  The  engraving  was  reversed,  but 
the  necessary  alterations  were  effected  so  that  swords  and 
other  weapons  are  held  in  the  fighters'  right  hands.  The 
painting  and  the  engraving  extend  the  scene  beyond  the 
fallen  horse  in  the  lower  right  corner  of  the  tapestry  to 
show  a  group  fighting  around  a  fallen  scythed  chariot.  A 
tall  tree  on  the  far  left  of  the  engraving  was  used  at  the  far 
left  of  the  tapestry,  but  the  tree  on  the  right  of  the  tapestry, 
the  foreground  plants,  and  the  hills  in  the  background  are 
additions.  A  body  lying  under  the  riderless  horse  was 
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omitted,  as  well  as  the  statues  on  Darius's  chariot.  There 
are  other  minor  alterations  throughout. 

RELATED  TAPESTRIES 

The  three  Gobelins  tapestries  made  from  Le  Brun's 
painting  are  not  reversed.28  They  show  as  separate  pieces: 
the  fight  around  the  fallen  chariot;  the  central  battle,  with 
Alexander  almost  in  the  middle;  and  the  archer  in  scaled 
armor  with  elephants  behind  him.  The  Audran  engraving 
is  reproduced  in  its  entirety,  except  for  the  part  above  the 


eagle,  on  a  tapestry  in  the  collection  of  Baron  Empain, 
Brussels.29  Flemish  examples  include  pieces  signed  by  Jan 
Frans  van  den  Hecke  in  Skokloster,  in  Wiirzburg,  and 
formerly  in  the  Alba  and  Erlanger  collections;  these  are  in 
the  same  direction  as  the  print,  with  Alexander  on  the  left, 
and  have  the  same  amount  of  the  total  scene  as  the 
Gobelins  central  tapestry,  which  they  closely  resemble. 
Only  the  Skokloster  example  includes  a  tree  on  the  left 
and  all  have  a  minimum  of  foreground  plants.  A  tapestry 
with  the  same  border,  signature,  and  coat  of  arms  (Co- 
lumbus) as  the  Alba  pieces  was  sold  at  Christie's,  London, 
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April  17,  1975  (no-  71?  illus.);  it  shows,  on  the  right,  the 
archer  in  scaled  armor  (in  reverse  from  the  one  in  37b) 
and,  on  the  left,  fighters  seen  on  the  extreme  left  of  the 
Audran  print.  The  example  in  the  Geraert  Peemans  set  in 
Wiirzburg  omits  the  eagle.  Examples  signed  Pieter  van  den 
Hecke  are  in  Gent  and  the  Austrian  National  Collection;30 
they  are  only  distantly  related  to  Le  Brim's  original  paint- 
ing. A  tapestry  showing  the  left  side  of  the  painting  is  in 
the  Brussels  Hotel  de  Ville;  it  is  signed  by  Frans  van  der 
Borght. 

An  unsigned  example  was  in  the  Henry  Symons  sale, 
Anderson  Galleries,  New  York,  January  27-February  3, 
1923  (no.  1 162,  illus.).  This  shows  Alexander  on  the  right 
and  is  close  to  3  7b,  except  that  it  is  extended  on  the  left  by 
a  group  of  trees  beyond  the  archer  in  scaled  armor  and  on 
the  right  by  some  of  the  fighters  around  the  fallen  chariot. 
Another  unsigned  version  was  in  the  Genevieve  Garvan 
Brady  sale,  American  Art  Association— Anderson  Galleries, 
New  York,  May  10-15,  1937  (no.  1905,  illus.);  it  is  a 
reduced  version,  with  Alexander  on  the  left  and  Darius  on 
the  far  right,  but  otherwise  close  to  Le  Brim's  design.  An- 
other on  the  New  York  art  market  in  1929  is  enlarged  on 
the  left,  but  otherwise  very  close  to  37b.  The  baron  de 
Tuyll  owns  three  tapestries  showing  the  complete  compo- 
sition. Another  example  is  in  the  Academy  of  Arts,  Lenin- 
grad,31 and  a  piece  sold  at  Sotheby  Parke  Bernet,  New 
York,  May  22, 1979  (no.  495,  illus.),  shows  the  archer  in 
scaled  armor  (reversed)  and  the  fight  around  the  fallen 
chariot. 
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38  Flora 


From  a  set  of  three  or  more  tapestries  showing  classical  deities 


Flemish  (Brussels)  ;  designed  and  woven,  probably  by  one  of  the 
van  der  Borght  family,  in  the  first  half  of  the  eighteenth 
century. 

Wool  and  silk. 

9  ft.  8  in.  x  io  ft.  (2.95  m  x  3.05  m). 
19—22  warps  per  inch,  8-9  per  centimeter. 
Gift  of  H.  Edward  Manville,  1942  (42.204). 


DESCRIPTION 

Flora,  wearing  a  red  underskirt,  a  cream  overdress,  and 
a  green  cloth  falling  from  the  back  of  her  head  over  her  left 
shoulder,  sits  on  a  low  pale  brown  chair  with  a  curved 
back.  She  holds  white  carnations  in  her  right  hand.  A 
female  attendant  in  a  cream  and  dull  red  dress,  with  a 
cloak  of  an  intense  blue  color  flying  out  behind  her,  holds 
a  pale  blue  drapery  on  the  chair  back.  Another,  in  yellow 
and  white,  arranges  the  flowers  on  Flora's  head.  A  third,  in 
green,  red,  red-brown,  gray,  and  dull  yellow,  kneels  on  the 
lower  left,  holding  the  handle  of  a  large  gray  basket  of 
blue,  yellow,  and  white  flowers  on  the  ground  beside  her. 
Flora  places  her  left  hand  on  the  shoulder  of  a  winged  boy, 
who  carries  a  gray  jar  of  white  flowers.  Behind  the  group  is 
a  young  man  in  a  red  turban  and  red-brown  costume, 
holding  a  pale  brown  spade  over  his  shoulder.  A  young 
woman  with  an  orange-brown  watering  can  stands  on  the 
right;  she  wears  a  red  petticoat  and  sandals,  blue  skirt,  and 
gray  bodice  and  sleeves. 

A  gray-brown  building  is  on  the  left,  with  the  statue  of  a 
woman  holding  a  basket  in  a  niche.  In  the  distance  in  the 
center  is  a  formal  garden  in  shades  of  gray  and  blue,  with 
arched  buildings  and  a  fountain;  in  front  of  the  fountain 
are  three  red-brown  and  gray  flowerpots  with  red  and 
white  flowers.  On  the  right  is  a  gray-brown  pedestal  with 
a  ball  on  top.  Large  trees  with  brown  trunks  and  green, 
blue,  and  brown  foliage  frame  the  scene.  The  sky  is  dark 
blue  above,  pale  blue  and  yellow-gray  below.  The  fore- 
ground consists  of  large  gray  and  brown  stone  slabs,  with, 
on  the  right,  a  brown  spade  and  a  rake,  and  some  sprays  of 
green  and  yellow  leaves  with  red,  yellow,  and  green  fruit. 
The  outlines  are  in  red-brown. 

The  narrow  dull  purple  and  tan  guards  are  modern. 


CONDITION 

A  watercolor  of  1861  shows  what  is  said  to  be  this 
tapestry  at  the  end  of  a  room,  but  the  piece  is  taller  and 
wider,  with  a  second  statue  and  some  large  flowers  on  the 
left,  and  red  and  yellow  borders  of  acanthus  leaves  twist- 
ing around  a  rod.  If  this  actually  is  3  8  as  it  appeared  in 
1 861,  it  has  since  been  cut  above  and  on  the  left. 

There  are  small  areas  of  repair  in  the  sky,  foreground, 
trees,  and  silk  portions  of  the  costumes.  Many  slits  have 
been  coarsely  sewn  up. 


SUBJECT 

The  abundance  of  flowers  and  the  agricultural  imple- 
ments, as  well  as  the  garden  in  the  background,  indicate 
that  the  chief  figure  is  Flora,  goddess  of  flowers  and 
gardens. 

The  complete  series  appears  to  be  that  recorded  in  a 
memoir  of  the  tapestries  in  the  van  der  Borght  manufac- 
tory in  Brussels  written  after  1 709. 1  The  subjects  are  listed 
as: 

Appollon  dans  une  Nuee,  femme  au-dessus  qui  embrasse 
le  Soleil,  les  Muses  au-dessous. . . . 

Neptune  Commandans  aux  Vents,  Thetis  dans  un  Char, 
traine  par  de  chevaux  marins,  conduit  par  des  enfans.  . . . 

Diane  au  retour  de  la  Chasse,  se  repose  avec  ses  com- 
pagnes  qui  la  dechaussent  

Bacchus  triomphe,  la  Coupe  a  la  main,  servi  par  ses 
Domestiques,  orne  de  vingne  et  regardent  des  satyres. . . . 

Vulcain  avec  Venus  commande  a  ses  ouvriers  de  faire  des 
armes  pour  son  fils  Eneas. . . . 

Flore  dans  son  jardin  avec  des  Nimphes,  et  un  jardinier 
qui  l'ornent  des  fleurs  2 


SOURCE  OF  THE  DESIGN 

One  tapestry  in  a  set  of  eight  somewhat  similar  mytho- 
logical subjects  in  the  Austrian  National  Collection,  wo- 
ven in  the  same  manufactory,  is  signed  by  Lodewijk  van 
Schoor,3  but  there  is  insufficient  evidence  to  attribute  the 


237 


series  to  which  38  belongs  to  this  artist.  A  drawing  for 
Bacchus  is  in  a  private  collection  in  New  York.4 

WEAVER  AND  DATE 

Many  tapestries  of  this  series  are  signed  by  members  of 
the  van  der  Borght  family.  The  Apollo  and  the  Muses  in 
the  Swedish  National  Collection  was  acquired  in  1745 
from  Jan  Frans  van  der  Borght  (head  of  the  guild,  1727— 
61)  and  Pieter  van  der  Borght,  with  eight  other  pieces, 
some,  however,  from  a  set  of  the  history  of  Achilles  or  the 
story  of  Troy;  it  has  survived  and  is  signed  "F.V.D. 
Borght."5  A  Bacchus  in  the  James  Speyer  sale,  Parke- 
Bernet,  New  York,  April  11,  1942  (no.  199,  illus.),  is 
signed  "I.V.D.  Borght,"  and  a  Diana  Resting  after  the 
Hunt  in  the  Cowper  (Panshanger)  sale,  Christie's,  Lon- 
don, October  22, 1953  (no.  116,  illus.),  is  signed  by  J.  and 
P.  van  der  Borght.  On  the  other  hand,  some  pieces  carry 
different  signatures,  such  as  the  Bacchus  in  the  duke  of 
Roxburghe's  collection,  Floors  Castle,  Scotland,  signed 
"LD.  Vos"  (Jodocus  de  Vos).  The  identification  of  the 
weaver  of  3  8  as  a  van  der  Borght  cannot,  therefore,  be 
considered  absolutely  certain,  though  it  is  extremely  prob- 
able. A  date  in  the  middle  of  the  eighteenth  century  is 
suggested  by  the  documented  purchase  of  the  Swedish  set. 

RELATED  TAPESTRIES 

Two  pieces  of  the  same  set  are  partly  visible  in  the  1 861 
watercolor,  signed  by  Frans  Alt,  in  the  Metropolitan  Mu- 
seum, that  shows  what  is  said  to  be  3  8  hanging  in  a  room 
of  the  archduke  Ludwig  in  the  Hofburg,  Vienna.6  One 
shows  Neptune  from  a  Neptune  and  Thetis  tapestry,  the 
other  is  unidentifiable. 

Five  tapestries  in  the  collection  of  the  duke  of  Rox- 
burghe,  Floors  Castle,  Scotland,  correspond  to  the  de- 
scriptions in  the  van  der  Borght  list:  Bacchus,  Neptune 
and  Thetis,  Vulcan  and  Venus,  Apollo  and  the  Muses,  and 
Flora  (signed  "F.V.D.B.").7  Many  examples  of  all  the  sub- 
jects have  appeared  in  sales.  Pieces  in  public  collections 
include  an  Apollo  and  the  Muses  in  the  Wadsworth  Athe- 
neum,  Hartford  (from  the  Palmy  sale,  Parke-Bernet,  April 
6, 1946,  no.  170,  illus.);  Diana  Resting  in  the  Kunsthisto- 
risches  Museum,  Vienna,  and  the  Rijksmuseum,  Amster- 
dam; Neptune  and  Thetis  in  Vienna  and  the  Muzeum 
Narodowe,  Poznan;7  and  Vulcan  and  Venus  in  Vienna. 


A  wider  version  of  Flora  shows  another  statue  on  the 
left  with  a  hollyhock  in  a  tub  below  and  a  large  flower- 
filled  ewer  on  the  right.  An  example  in  the  Kunsthisto- 
risches  Museum,  Vienna,  is  one  of  a  set  that  includes  a 
Diana  Resting,  Neptune  and  Thetis,  and  Vulcan  and 
Venus,  with  a  Triumph  of  Mars  that  is  not  in  the  van  der 
Borght  list.9  The  piece  in  the  Roxburghe  collection  is  simi- 
lar, as  is  one  sold  at  the  Hotel  Drouot,  Paris,  May  3, 1934 
(no.  135,  illus.),  and  at  the  Palais  Galliera,  Paris,  May  30, 
1975  (no.  128,  illus.).  Another  example,  not  quite  as  tall, 
was  in  a  private  collection  in  the  Franche-Comte  in 
1959.10  A  slightly  smaller  version,  with  the  border  cutting 
through  the  ewer  on  the  right,  was  in  the  Hugh  Carter 
sale,  Sotheby's,  London,  June  12-14,  19 18  (no.  465,  il- 
lus.). A  narrow  version  was  sold  at  the  Galerie  Georges 
Petit,  Paris,  May  26,  191 3  (no.  D),  and  was  in  the  Albert 
Bloch-Levalois  sale  at  the  same  auction  house,  March  25, 
26,  1924  (no.  147,  illus.);  the  building  on  the  left  is  re- 
placed by  a  fountain  with  a  carved  dolphin  and  a  large 
awning,  supported  by  the  branches  of  a  tree,  extends  over 
the  main  group.  The  winged  boy  and  the  buildings  in  the 
distant  garden  are  missing.  The  New  York  dealers  French 
&  Co.  once  owned  two  other  versions.  One,  showing  the 
group  on  the  left  only,  is  signed  "F.V.D.B.";  it  has  a  large 
double  hollyhock  in  a  tub  on  the  left  behind  the  kneeling 
girl,  with  two  statues,  one  holding  a  wreath,  above.  The 
other  is  in  two  parts,  the  group  on  the  left  and  the  standing 
girl;  the  latter  is  signed  "I.V.D.  Borght."  It  was  sold  at 
Neumeister,  Munich,  November  28—30,  1979  (nos. 
1097,  illus.,  1098).  An  example  sold  at  Sotheby's,  July  11, 
1958  (no.  47),  is  signed  "P.V.D.  Borght";  only  the  three 
girls  behind  Flora  are  mentioned  in  the  description.  A 
reversed  version,  without  the  winged  boy  and  the  distant 
buildings,  but  with  the  awning  over  the  tree,  was  in  the 
John  R.  Herter  sale,  American  Art  Association-Anderson 
Galleries,  New  York,  October  17,  18,  1930  (no.  369, 
illus.),  and  was  sold  again  at  the  Hotel  Drouot,  Paris,  May 
21,  22,  1970  (no.  251,  illus.),  when  it  was  described  as  a 
modern  copy  made  at  Beauvais. 

Flora  appears  in  a  set  of  ten  pieces  in  the  North  Carolina 
Museum  of  Art,  Raleigh,  with  the  Hapsburg  arms.11  Only 
the  five  figures  on  the  left  are  shown,  with  a  fountain 
behind  them  and  a  canopy  above.  It  is  signed  "I.V.D. 
Borght."  The  set  is  made  up  of  Trojan  War  subjects  (three 
of  them  also  in  the  Stockholm  set)  with  a  Neptune  and 
Thetis  that,  like  the  Flora,  corresponds  to  the  description 
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in  the  van  der  Borght  list.  Another  Achilles  set  by  Jan 
Frans  and  Pieter  van  der  Borght  in  the  Jacquemart- Andre 
Museum,  Paris,  does  not  include  a  Flora.12 

There  were  apparently  at  least  three  series  of  tapestries 
with  mythological  scenes  woven  in  Brussels  in  the  eigh- 
teenth century.  That  with  the  earliest  date  is  represented 
by  five  pieces  of  1 717  in  the  Musee  des  Beaux- Arts,  Gent, 
usually  called  Triumphs,  designed  by  Jan  van  Orley  and 
Augustin  Coppens  and  woven  several  times  by  Urbanus 
Leyniers  and  others.13  The  gods  are  Minerva,  Mars,  Venus, 
Diana  (resting,  but  not  having  her  sandals  removed  by  an 
attendant),  and  Apollo  (with  the  Muses,  but  seated  among 
them  instead  of  in  the  clouds  facing  them).14  Leyniers  also 
signed  an  example  of  Neptune  and  Thetis,15  suggesting 
that  the  van  der  Borght  series  and  the  Triumphs  could 
be  combined.  An  Apollo,  with  the  god  in  clouds,  in  the 
Murat  sale,  Palais  Galliera,  Paris,  March  2, 1961  (no.  127, 
illus.),  has  companion  pieces  of  the  Triumphs  of  Mars  (no. 
129,  illus.)  and  of  Minerva  (no.  128,  illus.).  The  Triumphs 
of  Venus  and  Minerva  (signed  "V.  Leyniers")  in  the  Mu- 
zeum  Narodowe,  Poznan,  are  combined  with  a  Neptune 
and  Thetis,16  and  a  Triumph  of  Mars  in  Vienna  is  part  of  a 
set  with  four  van  der  Borght  pieces, 

A  Flora  that  may  have  been  part  of  the  Triumphs  (the 
Gent  series)  shows  her  standing  by  an  altar  with  wor- 
shipers around  her,  being  crowned  by  three  flying  cupids;17 
an  example  is  part  of  a  set  with  an  Apollo  and  the  Muses  of 
the  series  to  which  38  belongs  and  a  Neptune  and  the 
Shipwrights  from  another  series  at  Grimsthorpe  Castle, 
owned  by  the  earl  of  Ancaster.  They  have  the  mark  of 
Albert  Auwercx.18  Neptune  and  the  Shipwrights,  Minerva 
at  Vulcan's  Forge,  Apollo  and  the  Muses  (with  Apollo 
sitting  among  the  Muses),  and  Bacchus  and  Ariadne  make 
up  a  set,  signed  by  Jodocus  de  Vos,  formerly  in  the  Harold 
Arthur  Dillon  collection,  sold  at  Sotheby's,  May  26, 193  3 
(nos.  155-58,  illus.). 

The  van  der  Borght  manufactory  also  produced  the  set 
after  Lodewijk  van  Schoor  in  the  Austrian  National  Col- 
lection, showing  compositions  of  a  third  type;  Flora  in  this 
set  is  seated  and  crowned  by  a  zephyr  and  a  cupid.19  The 
designs  of  all  three  series  were  evidently  considered  to  be 
in  some  degree  interchangeable  and  could  even  be  used  to 
represent  quite  different  subjects,  as  is  shown  by  the  Flora 
in  the  Raleigh  Trojan  War  set. 

A  nineteenth-century  copy,  reversed,  was  sold  at  the 
William  Doyle  Galleries,  New  York,  October  21,  19  81 
(no.  665). 


HISTORY 

Said  to  have  been  in  the  collection  of  the  Austrian  archduke 
Ludwig  Victor  (1842-1919)  in  1861. 

Sold,  Dorotheum,  Vienna,  June  2, 1921,  no.  461,  pi.  125. 

Sold,  Anderson  Galleries,  New  York,  February  4,  5,  1927,  no. 
271,  illus.  (without  borders),  as  from  the  collection  of  H.I.H. 
Archduke  Leopold  Victor  of  Castle  Herrenstein,  Lower  Aus- 
tria. Called  Gobelins,  "Venus  for  Spring  attended  by  her 
maidens,  French,  1st  quarter  of  18th  centuiy.  One  of  the 
Audran  series,  The  Pleasures  of  the  Gods'  from  Schoenbrunn 
Castle.  ...  To  be  sold  with  original  drawing  by  Franz  Alt, 
dated  1861,  showing  the  tapestry  on  the  wall  in  the  lacquer 
state  room  of  Schoenbrunn  Castle.  The  borders  which  appear 
in  the  picture  were  removed  when  the  tapestry  was  taken  to 
the  Palais  Ludwig  Victor."  The  watercolor  drawing  shows  a 
room  in  the  Hofburg,  Vienna,  and  there  is  no  evidence  that 
3  8  was  ever  at  Schonbrunn. 

Given  to  the  MMA  by  H.  Edward  Manville  of  Pleasantville, 
New  York,  1942. 

PUBLICATION 

MMA  Annual  Report  1942,  p.  28.  Mentioned  as  Venus  as 
Spring,  early  eighteenth  century,  Gobelins,  from  the  Plea- 
sures of  the  Gods  series. 


NOTES 

1.  Ingrid  De  Meuter,  "De  Triomf  van  Mars,  een  Brussels  Wandtapijt 
in  de  Koninklijke  Musea  voor  Kunst  en  Geschiedenis,"  Bulletin  des 
Musees  Royaux  d'Art  et  d'Histoire  50  (1978)  p.  136. 

2.  J.  Denuce,  Antwerp  Art-Tapestry  and  Trade,  Historical  Sources  for 
the  Study  of  Flemish  Art,  vol.  4  (Antwerp  and  The  Hague,  1936) 
PP- 395,  396. 

3.  Ernst  von  Birk,  "Inventar  der  im  Besitze  des  Allerhochsten  Kaiser- 
hauses  befindlichen  Niederlander  Tapeten  und  Gobelins,"  Jahrbuch 
der  Kunsthistorischen  Sammlungen  des  Allerhochsten  Kaiserhauses 
2  (1884)  p.  190,  no.  lxxix. 

4.  Konrad  Oberhuber  and  Beverly  Scheiber  Jacobz,  French  Drawings 
from  a  Private  Collection:  Louis  XIII  to  Louts  XVI,  exh.  cat.,  Fogg 
Art  Museum  (Cambridge,  Mass.,  1980)  no.  22.  Called  anonymous 
French,  about  1720. 

5.  John  Bottiger,  Svenska  Statens  Samling  af  Vafda  Tapeter  (Stock- 
holm, 1898)  vol.  4,  p.  52,  pi.  56;  vol.  3,  p.  95.  The  bill  states  that 
there  were  three  pieces  of  the  "Triumphe  Des  Dieux"  and  six  of 
"L'Histoire  d'Achille."  The  Triumphs  were  those  of  Apollo,  Vul- 
can, and  Flora;  as  the  Apollo  is  from  the  same  series  as  38,  the 
others  were  most  probably  Vulcan  and  Venus  and  Flora.  Only  the 
latter  has  survived,  in  a  fragmentary  state. 

6.  MMA  acc.  no.  45.114.  The  room  is  identified  by  an  inscription 
formerly  on  the  back  of  the  frame  and  the  archduke  is  said  to  have 
used  it  from  1836  to  1861.  It  was  on  the  second  floor,  over  the 
Treasury,  with  windows  overlooking  the  Summer  Riding  School 
(information  from  Dr.  Rotraud  Bauer). 
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7.  Marcus  Binney,  "Floors  Castle,  Roxburghshire — II:  The  Seat  of 
the  Duke  of  Roxburghe,"  Country  Life  163  (May  18,  1978)  pp. 
1 3 71,  1373,  fig.  5  (four  pieces  on  the  walls  of  the  drawing  room), 
fig.  1 1  ( Venus  and  Vulcan,  detail).  The  duke  owned  another  Apollo 
and  the  Muses  and  a  Diana  Resting  that  were  sold  at  Christie's, 
May  31, 1956,  nos.  168  (illus.),  169. 

8.  "Nabytki  Muzeum  Narodowego  w  Poznaniu  w  Latach  1964- 
1965,"  Studia  Muzealne,  Muzeum  Narodowe,  Poznan,  5  (1966)  p. 
154,  illus. 

9.  Birk,  "Inventar"  (1884)  p.  173,  no.  lv. 

10.  Collections  privees  de  Franche-Comte,  exh.  cat.,  Musee  des  Beaux- 
Arts  (Besancon,  1959)  no.  25,  pi.  iv. 

11.  Catalogue,  North  Carolina  Museum  of  Art  (Raleigh,  1956)  no. 
234.  Called  Brussels,  about  1700,  cartoons  attributed  to  Louis  van 
Schoor. 

12.  Catalogue  sommaire,  Musee  Jacquemart- Andre  (Paris,  1967)  p. 

13.  DeMeuter,  "De  Triomf  van  Mars,"  pp.  123—38. 

14.  The  example  of  this  design  signed  "I.  de  Vos,"  formerly  in  the  New 


York  Public  Library,  is  in  the  New- York  Historical  Society  (Hun- 
ter, Practical  Book  of  Tapestries,  pp.  1 56, 157,  pi.  x,  ea). 

1 5.  E.  J.  Kalf,  "Drie  Leyniers-Tapijten  te  Middelburg,"  Artes  Textiles  5 
(1959-60)  P-  in>  pl«  2.8. 

16.  Aleksandra  Wasilkowska,  "Gobeliny  z  serii  Triumphy  Bogow  i 
Bogin  w  zbiorach  polskich,"  Studia  Muzealne,  Muzeum  Narodowe, 
Poznari,  6  (1968)  figs.  46-55;  Gobeliny  zachodnioeuropejski  w 
zbiorach  polskich  XVI— XVIII  w.,  exh.  cat.,  Muzeum  Narodowe 
(Poznan,  1971)  no.  73,  pi.  52.  Dated  about  1732. 

17.  Gobel,  Wandteppiche  I,  vol.  2,  pi.  302.  This  tapestry  is  now  in  the 
David  Weinstein  collection,  New  York. 

18.  Christopher  Hussey,  "Grimsthorpe  Castle — II:  Lincolnshire,  The 
Seat  of  the  Earl  of  Ancaster,"  Country  Life  55  (April  19, 1924)  pp. 
619-21,  figs.  11, 134, 14  (three  pieces  seen  on  the  walls  of  the  State 
Dining  Room;  a  Diana  is  mentioned,  but  not  illustrated). 

19.  Birk,  "Inventar"  (1884)  p.  190,  no.  lxxix  3.  An  example  of  this 
design  was  in  the  Emma  Rockefeller  McAlpin  sale,  American  Art 
Association-Anderson  Galleries,  New  York,  November  9,  1935, 
no.  181,  illus. 
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39  Table  carpet  with  unicorns 


Dutch,  mid-seventeenth  century. 
Wool  and  silk. 

5  ft.  x  7  ft.  8  in.  (1.52  m  x  2.34  m). 
14-16  warps  per  inch,  6  per  centimeter. 
Gift  of  P.  A.  B.  Widener,  1970  (1970.250). 

DESCRIPTION 

The  ground  of  the  central  section  is  dark  blue.  In  the 
center  a  pale  gray  and  yellow  unicorn  rests  under  a  blue, 
green,  and  yellow  tree  in  a  landscape  of  similarly  colored 
fields  and  trees.  A  wreath  of  green  and  yellow  leaves,  red 
and  orange  fruit,  and  red  ribbons  surrounds  this  scene. 
The  remainder  of  the  central  section  is  filled  with  leaves, 
flowers,  and  fruit  in  blues,  greens,  yellow,  and  red.  A  nar- 
row brown  and  blue  border  with  red  trefoil  forms  frames 
the  section. 

The  wide  border  has  a  dull  yellow  ground.  In  the  center 
of  each  side  is  a  unicorn  in  a  landscape  surrounded  by  a 
wreath,  like  the  central  motif.  The  rest  of  the  border  is 
filled  with  blue  and  red  vases  and  masses  of  flowers, 
leaves,  and  fruit  in  colors  like  those  of  the  center.  The 
guards  are  dark  blue. 

CONDITION 

There  are  small  areas  of  repair  throughout,  especially  in 
the  silk  sections. 


PLACE  OF  MANUFACTURE  AND  DATE 

The  overall  design,  the  coloring,  and  the  forms  of  flow- 
ers, leaves,  and  fruit  are  close  to  those  found  in  Dutch 
tapestry  table  carpets  of  the  first  half  of  the  seventeenth 
century. 

RELATED  TAPESTRIES 

A  table  carpet  owned  by  Mayorcas  Ltd.,  London,  in 
1973  shows  the  same  arrangement  and  coloring,  with  the 
same  trefoil  pattern  around  the  central  section  and  very 
similar  vases,  flowers,  leaves,  and  fruit.1 

PUBLICATIONS 

MMA  Annual  Report  1970-1971,  p.  24.  Listed  as  Flemish, 

sixteenth  century. 
Standen,  Edith  A.  "Tapisseries  Renaissance,  Manieristes  et 

baroques:  nouveaux  developpements."  Revue  de  I' Art,  no. 

22  (1973)  p.  96,  fig.  5.  Called  Dutch,  seventeenth  century. 
MMA  Notable  Acquisitions  1965-19J5.  New  York,  1975,  p. 

265,  illus. 

NOTE 

1.  Geweven  Boeket,  exh.  cat.,  Rijksmuseum  (Amsterdam,  1971)  no. 
6,  pi.  39.  Called  northern  Netherlands,  first  half  seventeenth  cen- 
tury. In  the  Cassel  van  Doom  sale,  Galerie  Charpentier,  December 
2,  1954,  no.  120,  illus. 
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FRANCE 


Sixteenth  and  Early  Seventeenth  Centuries 

Franco i s  i  started  a  tapestry  manufactory  at  Fontainebleau  about  1 540,  and  it  is  possible  that  on 
these  looms  were  woven  a  set  of  tapestries  made  for  Diane  de  Poitiers,  the  mistress  of  his  successor, 
Henri  II.  All  the  six  known  pieces  show  stories  connected  with  the  goddess  Diana,  including  the 
Drowning  of  Britomartis  and  the  Blasphemy  ofNiobe  (40).  The  designer  was  probably  Jean  Cousin 
the  Elder;  the  author  of  the  complex  iconography  of  both  the  central  scenes  and  the  borders  and  of 
the  poems  on  each  piece  may  well  have  been  Pontus  de  Tyard,  and  the  weavers  perhaps  the  Parisians 
Pierre  II  Blasse  and  Jacques  Langlois.  The  date  is  certainly  between  1547  and  1559. 

The  only  other  French  sixteenth-century  hangings  in  the  collection  of  the  Metropolitan  Mu- 
seum are  two  embroideries  with  scenes  from  the  Table  of  Cebes  (41),  an  ancient  Greek  didactic 
poem  much  used  in  schools  in  the  sixteenth  and  seventeenth  centuries.  They  show  a  young  traveler 
entering  the  Garden  of  False  Learning  and  finally,  having  avoided  all  temptations,  receiving  a  crown 
from  Happiness.  The  embroideries  are  amateur  work  and  the  coats  of  arms  are  probably  those  of 
the  de  Fenis  de  Prade  family  of  Limoges.  Ladies  of  this  family  may  have  made  these  pieces,  as  well  as 
a  third  now  in  Paris,  between  1550  and  1580. 

Henri  IV  actually  supported  tapestry  weaving  in  Paris  in  the  early  seventeenth  century,  bringing 
workmen  from  Flanders,  one  of  whom,  Francois  de  La  Planche,  put  his  mark  on  the  Two  Statues 
(42)  from  the  Story  of  Artemisia  series;  the  piece  also  has  the  P  and  fleur-de-lis  of  Paris.  It  is  derived 
from  a  drawing  by  Antoine  Caron.  Queen  Artemisia  and  her  son  are  shown,  but  not  the  two  statues 
they  are  contemplating.  The  tapestry  is  nevertheless  complete,  though  the  fragmentary  nature  of  the 
composition  makes  the  scene  meaningless.  The  Artemisia  series  was  very  large  and  a  great  many 
tapestries  were  woven  with  scenes  from  it,  often  without  much  concern  for  the  story. 

A  less  frequently  woven  series  was  one  of  scenes  from  Orlando  Furioso  by  Ariosto;  the  Combat 
of  Manricardo  and  Zerbino  (43)  shows  a  Christian  and  a  pagan  knight,  each  accompanied  by  his 
lady  love,  about  to  do  battle.  It  was  woven  in  Paris,  probably  in  the  workshop  of  Raphael  de  La 
Planche  in  the  second  quarter  of  the  century;  the  designer  may  have  been  Claude  Vignon.  A  set  of 
mythological  scenes  was  designed  by  Laurent  de  La  Hire  and  woven  in  Paris  about  the  same  time  by 
Hippolyte  de  Comans;  the  painting  for  Diana  and  Her  Nymphs  (44)  is  in  the  J.  Paul  Getty  Museum. 
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40  Scenes  from  the  Story  of  Diana 


Two  tapestries  from  a  set  of  eight  or  more 

a  The  Drowning  of  Britomartis 
b  The  Blasphemy  of  Niobe 


French  (probably  Paris);  designed  probably  by  Jean  Cousin  the 
Elder  (c.  1490— 1560/61),  and  woven,  possibly  by  Pierre  II 
Blasse  and  Jacques  Langlois  (both  fl.  1540— 1560),  1547— 
59,  made  for  Diane  de  Poitiers  (1499-1566). 

Wool  and  silk. 

Both  15  ft.  3  in.  x  9  ft.  7  in.  (4.65  m  x  2.92  m). 
16-18  warps  per  inch,  7-8  per  centimeter. 
Gift  of  the  children  of  Mrs.  Harry  Payne  Whitney,  in  accor- 
dance with  the  wishes  of  their  mother,  1942  (42.57.1,2). 


DESCRIPTION 

Both  tapestries  are  almost  entirely  carried  out  in  what 
are  now  very  cool  and  mainly  pale  tones,  the  only  vivid 
color  being  the  red  used  in  small  areas  of  drapery.  Silk  is 
lavishly  employed  throughout,  especially  for  yellows  and 
the  highlights  on  costumes. 

The  borders  have  basically  identical  frameworks,  vary- 
ing in  detail  only,  but  with  different  fillings  in  the  verticals. 
The  upper  borders  imitate  gilded  marble  classical  cornices 
in  white  and  pale  yellow,  with,  in  the  center,  a  white 
plaque  with  brown  lettering,  surrounded  by  three- 
dimensional,  very  substantial,  yellow  strapwork.  At  the 
corners  are  shields  with  the  arms  of  the  Grillo  family  of 
Genoa  ("Di  rosso  alia  banda  d'argento,  caricata  da  un 
grillo  [cricket]  di  nero")  impaling  Spinola  ("D'oro  con 
una  fascia  scaccata  di  rosso  e  d'argento  di  tre  file,  sor- 
montata  da  una  spina  di  botte  di  rosso  in  palo"),  in  shades 
of  brown,  yellow,  and  gray,  surmounted  by  a  marquis's 
coronet.  Between  the  arms  and  the  central  plaque  are  two 
vignettes,  surrounded  by  a  twisting,  ribbonlike  gray  scroll 
with  brown  lettering.  The  vignette  on  the  left  shows  a 
green  island  with  two  trees  (intended  to  represent  a  palm 
and  an  olive)  and  between  them  a  seated  nude  woman 
holding  a  child  (Latona  and  Diana).  The  island  is  linked  to 
a  large  gray  rock  by  a  blue  and  white  chain  and  the  fore- 
ground is  filled  with  tossing  pale  blue  and  white  waves. 
The  inscription  reads:  sic  immota  manet  (So  it  remains 
unmoved).   The   right-hand  vignette   shows  crossed 


branches  of  palm  and  olive  in  green  and  yellow,  with  the 
inscription:  non  frvstra  jvpiter  ambas  (Not  in  vain 
Jupiter  [gives  or  grants]  both). 

The  lower  borders  also  have  a  classical  architectural 
structure  with  the  same  vignettes  in  reversed  positions.  At 
the  corners  are  oval  medallions,  surrounded  by  identical 
yellow  three-dimensional  strapwork;  there  are  four  gray 
crescents  around  three  of  the  ovals.  A  larger  blue  and 
white  medallion  and  its  borders  in  the  center  are  different 
in  each  tapestry. 

The  vertical  borders  are  framed  by  narrow  gray  and 
pink  bands,  simulating  marble;  each  has  a  brown  medal- 
lion in  the  center,  surrounded  by  yellow  strapwork.  The 
inserted  gray  letters  in  these  medallions  are  two  crossed 
G's  (for  Grillo).  The  background  of  the  vertical  borders  is 
dark  blue. 

CONDITION 

The  coronets  and  shields  in  the  upper  corners,  the  G's  in 
the  vertical  borders,  and  the  guards  are  replacements;  the 
parts  of  the  main  borders  that  extrude  into  the  latter  have 
in  some  places  been  mutilated.  There  are  many  small  areas 
of  repair  throughout,  especially  in  the  silk  portions,  and 
almost  all  the  lettering  has  been  replaced  by  embroidery. 
The  colors  have  faded,  especially  a  salmon  pink,  now  visi- 
ble only  on  the  reverse  side. 

SUBJECT 

The  six  other  known  tapestries  of  the  set  represent  the 
following  episodes: 

1.  The  Lycian  peasants,  for  refusing  to  give  water  to 
Latona  and  her  children,  Apollo  and  Diana,  are  changed 
into  frogs;  Venus  attempts  to  make  Diana  fall  in  love  but 
is  foiled  by  her  passion  for  hunting.  The  story  of  Latona 
and  the  peasants  is  told  by  Ovid.1 
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2.  Diana  asks  Jupiter  for  perpetual  virginity,  so  that  she 
may  be  a  better  huntress;  Apollo  kills  the  Python  and  a 
temple  is  erected  to  him.  Diana's  request  is  related  by 
Callimachus,2  and  Apollo's  destruction  of  the  Python  by 
Ovid3  and  others. 

3 .  Diana,  deceived  by  Apollo,  inadvertently  kills  Orion; 
she  mourns  over  his  body  and  Jupiter  places  him  and  his 
dog  in  the  heavens.  This  version  of  Orion's  death  is  in 
Hyginus's  Poetica  Astronomica.4 

4.  Meleager  kills  the  Calydonian  boar  and  then  his  two 
uncles,  who  objected  when  he  offered  its  head  to  Atalanta; 
his  mother,  sister  of  the  dead  men,  then  burns  the  piece 
of  wood  on  which  Meleager's  life  depends,  and  he  dies, 
mourned  by  his  father  and  sisters. 

The  connection  with  Diana  is  that  she  had  sent  the  boar 
to  ravage  the  fields  of  Calydon  and  that  Atalanta  was  a 
virgin  huntress.  The  story  is  in  Ovid.5 

5.  Diana  rescues  Iphigenia  as  she  is  about  to  be  sacri- 
ficed by  the  Greeks  at  Aulis,  leaving  a  deer  as  a  substitute. 

6.  The  Triumph  of  Diana.  What  is  probably  only  a  frag- 
ment of  the  tapestry  shows  Diana  in  a  chariot,  with  Venus 
and  Cupid,  in  chains,  sitting  behind  her,  and  a  group  of 
nymphs  with  a  dog  accompanying  her  on  foot. 

The  two  devices  (vignettes  with  mottoes)  in  the  hori- 
zontal borders  have  not  been  found  elsewhere.  Latona 
gave  birth  to  Jupiter's  children,  Apollo  and  Diana,  be- 
tween a  palm  and  an  olive  tree  on  the  island  of  Delos.  The 
island,  previously  a  floating  one,  was  then  fixed  immov- 
ably.7 The  literal  meaning  of  the  inscription  "Sic  immota 
manet"  refers  to  the  island,  but,  since  Apollo  and  Diana  in 
the  tapestries  stand  for  Henri  II  and  Diane  de  Poitiers,  it 
can  also  apply  to  their  mutual  love.  It  has  been  noted  that 
the  word  manet  contains  the  name  of  Diane's  chateau, 
Anet.8  The  crossed  palm  and  olive  branches  may  be  sup- 
posed to  have  their  usual  significance  of  victory  and  peace,9 
but  they  can  also  recall  the  palm  and  olive  trees  on  Delos, 
as  well  as  Apollo  and  Diana  themselves;  the  last  meaning 
is  probably  the  one  intended  in  the  inscription.10  The  two 
inscriptions  combined  make  a  Latin  hexameter.11 

The  letters,  devices,  and  symbols  in  the  vertical  borders 
refer  to  Diana  and  her  love  of  hunting,  Diane  de  Poitiers, 
and  Henri  II;  they  include,  in  the  other  tapestries  of  the  set, 
stags'  heads,  net  bags  for  game,  and  hunting  horns  and 
spears.  The  goats'  heads  flanking  the  inscription  in  the 
upper  border  of  Diana  Asking  for  Virginity  are,  however, 


the  supporters  of  the  arms  of  Diane's  husband,  Louis  de 
Breze.12  The  Grillo  arms  and  initials  in  the  borders  are 
replacements. 

A  tapestry  showing  Apollo  and  Diana  killing  Niobe's 
children  was  certainly  planned,  even  if  not:  executed,  as  it 
would  be  a  necessary  sequel  to  the  Blasphemy  ofNiobe.  A 
drawing  of  this  subject  of  this  period  is  in  the  Bibliotheque 
Nationale,  Paris,13  but  its  poor  quality  suggests  a  copy. 
Other  subjects  found  in  a  later  related  series,  mostly  after 
Toussaint  Dubreuil,  such  as  the  death  of  Chione,  may 
have  also  been  represented  in  the  set  made  for  Diane  de 
Poitiers,  but  it  is  noticeable  that  Diana's  perhaps  most 
famous  deed,  the  metamorphosis  of  Actaeon,  is  not 
known  to  have  been  included  in  the  later  series. 

A  political  meaning  has  been  plausibly  suggested  for 
some  of  the  tapestries:  the  slaughter  of  the  children  of 
Niobe  could  represent  the  joint  success  of  Henri  II  and 
Diane  in  overcoming  their  enemies;  the  killing  of  the 
Python,  the  destruction  of  heresy;  the  death  of  Orion,  that 
of  La  Chataigneraie,  who  was  killed  in  a  duel  that  he 
fought  in  1547  on  behalf  of  the  king  and  the  royal  mis- 
tress; the  rescue  of  Iphigenia,  the  support  given  to  Mary, 
Queen  of  Scots.14 

The  author  most  likely  to  have  devised  the  scheme  of 
the  set,  with  its  recondite,  classical  details  combined  with 
otherwise  unknown  variations,  and  to  have  written  the 
poems  and  other  inscriptions,  is  Pontus  de  Tyard  (c. 
1 5  21—1605),  known  to  have  made  contributions  of  this 
kind  at  Anet.15 

SOURCE  OF  THE  DESIGNS 

A  drawing  in  the  Louvre  for  the  Death  of  Orion  has  not 
been  attributed,16  but  one  for  part  of  the  Death  of 
Meleager  in  the  Ecole  des  Beaux-Arts,  Paris,  is  given  tenta- 
tively to  Jean  Cousin  the  Elder.17  A  set  of  six  prints  by 
Etienne  Delaune  have  a  number  of  details  in  common  with 
the  tapestries,  especially  the  two  prints  that  show  the 
death  of  Orion  and  Diana  mourning  him;  motifs  from 
both  have  been  used  in  the  Death  of  Orion  tapestry.  The 
principal  figures  and  the  temple  on  the  hill  in  the  print  of 
Apollo  killing  the  Python  have  been  used  for  the  back- 
ground scene  of  the  same  event  in  the  tapestry  Diana  Ask- 
ing Jupiter  for  Virginity.  (For  the  Britomartis  relationship, 
see  40a.)  The  prints  and  several  drawings  for  them  have 
been  attributed  to  Luca  Penni,18  who  is  known  to  have 
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designed  tapestries.19  On  the  other  hand,  the  woodcuts 
illustrating  the  Kerver  edition  of  Orus  Apollo  (Paris, 
1543),  which  show  stylistic  resemblances  in  the  land- 
scapes, trees,  and  small  plants  to  both  the  Delaune  prints 
and  the  tapestries,  have  been  given  to  Jean  Cousin  the 
Elder,20  and  a  detail  in  the  Britomartis  tapestry  appears  in 
drawings  attributed  to  this  artist  or  to  his  son  (fig.  21).  The 
strongest  argument  for  Cousin,  however,  is  provided  by  a 
set  of  tapestries  known  to  be  after  his  designs,  the  Life  of 
Saint  Mamas,  of  which  two  pieces  are  in  Langres  cathedral 
and  one  in  the  Louvre.21  Many  stylistic  similarities  exist 
between  the  Diana  and  the  Saint  Mamas  tapestries.22 

But  Diane  de  Poitiers  is  said  to  have  had  her  own  painter 
at  Anet  in  155 1,  Charles  Carmoy,  of  whom  little  is 
known;23  he  made  tapestry  designs  for  Fontainebleau, 
along  with  Claude  Badouin,  Lucas  Romain  (Luca  Penni), 
Francisque  Cachenemici,  and  Jean  Baptiste  Baignequeval, 
between  1540  and  1550.24  Whether  Henri  II  had  the  tap- 
estries made  for  Diane,  or  whether  she  commissioned 
them  herself,  a  court  painter  might  well  have  been  chosen 
to  design  them;  if  she  picked  the  artist  herself,  he  was 
probably  a  Frenchman.25 

WEAVER  AND  DATE 

The  attribution  of  this  set  to  the  manufactory  of  Fon- 
tainebleau, though  frequently  made,  is  open  to  doubt.26 
An  alternative  suggestion,  that  the  Diana  set  was  woven  in 
Henri  IPs  own  establishement  at  the  Hopital  de  la  Trinite 
in  Paris,  is  a  possibility,  but  the  mediocre  quality  of  the 
only  known  piece  from  this  workshop  argues  against  it. 
On  the  other  hand,  the  great  resemblance  in  color  of  the 
Diana  and  the  Saint  Mamas  sets  supports  the  attribution 
of  both  to  the  same  weavers,  as  well  as  to  the  same  de- 
signer; the  strange  yellow-green  capitals  of  the  Louvre 
Saint  Mamas  piece,  for  instance,  reappear  in  the  Death  of 
Orion.  The  Saint  Mamas  tapestries  were  woven  by  Pierre 
II  Blasse  and  Jacques  Langlois  in  Paris  in  1544. 27 

The  set  must  certainly  have  been  woven  during  the  reign 
of  Henri  II. 

RELATED  TAPESTRIES 

Four  other  pieces  of  the  set  are  at  the  Chateau  of  Anet, 
Eure-et-Loire,  Normandy,  owned  by  the  French  govern- 
ment: Lycian  Peasants  Changed  into  Frogs,  Death  of 


Orion,  Sacrifice  oflphigenia,  and  the  Death  ofMeleager.28 
Diana  Asking  Jupiter  for  Virginity  is  in  the  Musee  des 
Antiquites,  Rouen.29  The  fragment  of  the  Triumph  of 
Diana  is  in  a  New  York  private  collection.30  The  Rouen 
tapestry  has  the  Grillo-Spinola  arms  in  the  upper  right 
corner  and  the  crossed  G's  in  the  center  of  the  vertical 
borders,  but  in  the  upper  left  corner  are  two  deltas,  pre- 
sumably original.  On  the  Anet  tapestries  the  Grillo  arms 
were  replaced  in  the  nineteenth  century  by  those  of  Diane 
de  Poitiers.31  The  upper  and  lower  borders  of  the  frag- 
ment show  only  the  two  devices,  with  no  inscribed  tablets 
or  coats  of  arms.  It  has  been  suggested  that  this  piece 
belongs  to  another  set;32  no  confirmation  of  this  idea  is 
possible,  as  the  piece  is  not  available  for  study,  but  it  seems 
unlikely.  Two  pieces  of  a  vertical  border  found  at  Anet  in 
1977  have  a  DH  monogram  in  the  center.  Among  the 
symbols  (stags'  antlers,  deltas,  arrows,  and  laurel  sprays) 
is  a  tablet  with  a  rayed  sun  or  star. 

Another  series  of  the  Story  of  Diana  was  first  woven  in 
Paris  about  1600,  and  frequently  in  the  early  seventeenth 
century.  It  may  have  originally  been  designed  in  honor  of 
Henri  IPs  illegitimate  daughter,  Diane  de  France.33  Eight 
drawings  for  it  were  made  by  Toussaint  Dubreuil,  one  of 
which  survives,  but  tapestries  of  ten  subjects  are  known.34 
Five  of  the  subjects  are  found  in  the  Diane  de  Poitiers  set, 
and  many  details  have  been  taken  over  from  this  set  and 
the  Delaune  prints.35  For  the  Drowning  of  Britomartis, 
the  earlier  tapestry  was  used  as  a  model. 


HISTORY 

Made  for  Diane  de  Poitiers  during  the  reign  of  Henri  II,  1547- 
58,  possibly  for  her  Chateau  of  Anet,  which  was  completely 
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William  C.  Whitney  collection,  871  Fifth  Avenue,  New  York, 
about  1900. 
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Harry  Payne  Whitney  collection,  New  York.  Sold  Parke-Bernet, 
New  York,  April  29,  30,  1942,  nos.  135  [40a]  illus.,  136. 
Bought  in. 
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Given  to  the  MMA  by  the  children  of  Mrs.  Harry  Payne  Whitney 
in  accordance  with  the  wishes  of  their  mother,  1942. 
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40a  The  Drowning  of  Britomartis 

DESCRIPTION 

Diana,  in  the  center,  has  blue  eyes  and  elaborately 
dressed  fair  hair,  tied  with  pale  blue  ribbons  and  partly 
covered  with  a  white  kerchief;  a  gray  crescent  stands  on  a 


yellow  and  blue  support  above  her  forehead.  She  wears 
a  very  pale  brown  dress,  yellow-pink  in  the  light,  with 
darker  brown  HD  (Henri-Diane)  monograms  and  double 
deltas  on  the  hem,  a  dark  blue  belt,  and  a  pale  blue  scarf, 
tied  in  a  bow  at  her  waist.  The  scarf  has  yellow  ornamen- 
tation at  the  end,  including  a  double  delta.  Her  one  visible 
sandal  is  yellow  with  blue  jewels.  She  holds  a  dull  yellow 
bow  with  a  blue  grip  and  dark  brown  string.  Below  her  on 
the  left  is  a  kneeling  woman  with  a  white  and  green  cap 
(much  repaired),  a  blue-green  dress  lined  with  red,  and  a 
dull  pale  yellow-pink  cloak.  The  head  of  a  pale  gray- 
brown  dog  with  a  yellow  collar  is  seen  between  her  and 
Diana;  its  hindquarters  and  tail  are  behind  the  woman. 
The  foremost  of  two  women  immediately  above  grasps 
her  loose  fair  locks  with  her  left  hand  and  holds  up  a  pale 
yellow  quiver  with  a  pale  blue  ribbon  in  the  other.  Her 
upper  garments  are  blue  and  her  long  skirt  yellow.  The 
stout  woman  behind  her  wears  a  pale  yellow-pink  cap  tied 
with  a  pale  blue  ribbon  and  a  pale  yellow-pink  dress  with 
a  brown,  red,  and  yellow  corselet.  A  dark  brown  quiver  is 
slung  at  her  back  on  a  blue  ribbon  and  she  holds  a  brown 
bow  in  her  right  hand.  The  head,  right  arm,  and  pale 
yellow-brown  cloak  of  Britomartis  are  seen  rising  above 
the  water  on  the  right. 

In  the  middle  distance,  King  Minos  of  Crete  raises  his 
arms.  He  has  fair  hair  and  beard  and  wears  dark  blue  and 
yellow  classical  armor,  with  a  yellow  short  cloak,  crown, 
and  sword.  A  nude  cupid  runs  up  to  him.  In  the  water  on 
the  right  is  a  pale  red-brown  boat  with  a  gray  sail,  brown 
mast,  and  white  pennant;  three  sailors  in  dark  blue  and 
pale  dull  yellow  are  engaged  in  lifting  the  nude  body  of 
Britomartis  in  a  brown  net  from  the  water.  In  the  distance 
on  the  left,  Minos,  holding  a  spear,  is  seen  pursuing  the 
fleeing  Britomartis,  who  has  a  bow  and  quiver  and  is 
dressed  in  dull  yellow.  Farther  to  the  right,  Diana,  seated, 
hands  a  net  to  two  men  in  dull  yellow;  behind  her  is  a 
seated  woman  with  a  dog.  There  is  a  round  gray  temple 
above  the  group,  with  nets  hung  between  its  columns;  its 
shallow  dome  has  touches  of  blue  and  pink. 

The  sky  is  blue  above,  fading  to  white  on  the  right.  In 
the  far  distance  on  the  left  are  pale  blue  mountains,  trees, 
and  buildings;  on  the  right  is  a  stretch  of  white  water  with 
a  pale  blue  ship,  a  mountain,  and  buildings.  The  rugged, 
rising  landscape  behind  the  figures  is  blue  in  the  distance 
and  green  in  the  center.  Two  trees  with  crossed  trunks  on 
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Detail  of  40a 


40a 


fig.  20.  The  Death  of  Britomartis,  by  Etienne  Delaune.  Engraving. 
MMA,  Harris  Brisbane  Dick  Fund,  193 1  (31.77.5). 


the  left  are  brown  with  yellow-brown  foliage;  others  in 
the  center  and  on  the  right  are  brown  with  blue-green 
leaves.  The  cliffs  that  stand  above  the  water  are  pink,  gray, 
and  pale  brown.  The  foreground  is  green  with  brown, 
gray,  and  dull  yellow  rocks,  and  brown  and  green  tree 
stumps.  The  rushes  and  small  plants  are  white  and  green. 
The  inscribed  panel  of  the  upper  border  reads: 

BRITOMARTE  PAR  MINOS  POVRSVIVIE  /  QVI  PAR  LES  BOYS  A 
FORCE  LA  VEVT  PREDRE  /  AIMA  TROP  MIEVX  EN  MER  FINIR 
LA  VIE  /  QVA  SO  VOVLOIR  OVTRAGEVX  CODESCEDRE  /  LORS 
POR  SA  MORT,  VOVLAT  GLOIRE  LVY  REDRE  /  PHOEBfc  LES 
RETZ  ET  FILEZ  INVENTA  /  DONT  AV  LIEV  SAINT  LE  CORPS  ON 
RAPORTA  /  ET  PVIS  LES  GRECS  DICTYNNA  LONT  NOMEE  /  O 
SAINTE  MORT,  QVI  AV  MODE  APPORTA  /  PAR  TEL  MALHEVR 
CHOSE  TANT  ESTIMEE. 

(Britomartis,  pursued  by  Minos,  who  wished  to  take  her  by 
force  in  the  woods,  greatly  preferred  to  end  her  life  in  the 
sea  rather  than  to  submit  to  his  outrageous  will.  Accord- 
ingly, wishing  to  give  her  fame  for  her  death,  Phoebe 
[Diana]  invented  fishnets  and  snares,  with  which  the  body 
was  brought  to  a  holy  place,  and  since  then  the  Greeks  have 
called  her  Dictynna  [fishnet].  O  holy  death,  that  gave  such 
a  valuable  thing  to  the  world  by  means  of  such  a  misfor- 
tune!) 


The  oval  medallion  in  the  center  of  the  lower  border 
shows  an  elevated  statue  of  a  goddess  holding  a  net,  wor- 
shiped by  two  kneeling  figures.  There  are  trees  and  build- 
ings in  the  background.  A  gray  scroll  below  is  inscribed  in 
brown  letters:  hoc  tva  mors  valvit  (Thy  death  pro- 
duced this).  Above  the  scrollwork  around  the  medallion  is 
a  yellow  delta  with  a  red  jewel  hung  on  it,  and  on  either 
side  are  brown  nets,  one  tied  with  a  white  rope.  The  up- 
right oval  medallions  at  the  corners  of  the  lower  border 
have  what  seem  to  be  piles  of  rocks,  those  on  the  left,  blue, 
on  the  right,  brown  and  red.  The  vertical  borders  are  al- 
most identical.  At  the  top  of  each  is  a  yellow  Corinthian 
capital  with  a  gray  crescent  on  the  truncated  pilaster  below 
it.  The  pilaster  section  rests  on  the  blue  point  of  a  brown 
arrow.  Two  green  and  pale  yellow  olive  branches  and  a 
pale  yellow-gray  scroll  are  entwined  in  front  of  each  ar- 
row; the  scrolls  are  inscribed  in  brown  letters:  conseqvi  / 


fig.  21.  Pan  and  Syrinx,  attributed  to  Jean  Cousin  the  Younger. 
Drawing.  Louvre,  Cabinet  des  Dessins,  Paris  (inv.  no. 
20901).  Photo:  Musees  Nationaux. 
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tvr  qvod  /  cvmqve  /  petit  (It  attains  whatever  it  seeks). 
Below  each  arrow  is  the  scrollwork  surrounding  the  panel 
with  GG;  this  rests  on  another  arrow  with  two  yellow 
bows  and  their  strings  entwined  in  front  of  it.  Between  the 
blue  and  yellow  handgrips  of  the  bows  is  a  gray  delta.  The 
arrows  rest  on  gray  and  yellow  supports  with,  beneath 
them,  a  fantastic  bearded  head  with  long  ears  and  two 
animal  legs  in  dull  yellow,  brown,  and  red.  The  guards, 
dark  brown  at  the  top  and  sides  and  purple  below,  are 
replacements. 

CONDITION 

Repairs,  carried  out  in  silk  thread,  are  conspicuous  in 
the  lighter  areas  of  the  costumes  of  the  principal  figures. 
Bare  warps  are  found  in  the  only  brilliant  red  area,  the 
drapery  on  the  extreme  left  under  the  kneeling  woman. 

SUBJECT 

The  version  of  the  story  of  Britomartis  shown  here  is 
not  exactly  that  of  any  classical  author.39  The  account  in 
Callimachus  says  that  she  was  pursued  by  Minos  for  nine 
months  and  leaped  from  a  cliff  to  escape  him,  but  that  she 
was  saved  by  the  fishermen's  nets.40  Other  authors  relate 
that  she  was  drowned  and  her  body  raised  in  a  net,  or  that 
she  herself  invented  hunting  nets.  The  invention  of  the  net 
by  Diana  in  order  to  recover  Britomartis's  body  does  not 
seem  to  be  a  classical  idea. 

The  border  device  of  an  arrow  with  the  words  "Conse- 
quitur  quodcumque  petit"  is  found  at  Anet41  and  on  the 
bindings  of  books  that  belonged  to  Diane  de  Poitiers.42 

The  medallion  in  the  lower  border  presumably  shows  a 
statue  of  Britomartis  or  Dictynna,  honored  because  her 
death  resulted  in  the  invention  of  nets. 


SOURCE  OF  THE  DESIGN 

Minos  standing  on  the  cliff  and  the  ship  onto  which 
Britomartis's  body  is  being  lifted  are  close  to  the  same 
elements  in  the  print  by  Etienne  Delaune  (fig.  20).  Some  of 
the  landscape  details  are  also  similar.  The  figure  in  the 
water  in  the  print  has  Diana's  crescent  on  her  forehead 
and  is  surrounded  by  the  staked  nets  of  the  fishers.  The 
inscription  refers  to  another  mythological  episode,  the 
death  of  the  giant  Tityus,  who  attempted  to  ravish  Latona 


and  was  killed  by  her  children.43 

The  scene  in  the  background  showing  Minos  pursuing 
Britomartis  is  related  to  similar  distant  figures  in  two  draw- 
ings attributed  to  Jean  Cousin  the  Elder  or  the  Younger. 
One  is  in  the  Hermitage,  Leningrad;44  the  other  in  the 
Louvre  (fig.  21). 45  The  pair  of  trees  with  crossed  trunks 
also  appears  in  both  drawings. 

RELATED  TAPESTRIES 

The  tapestry  of  the  same  subject  in  the  later  series  after 
Toussaint  Dubreuil  is  an  almost  exact  copy,  except  that  it 
is  shorter  and  wider.46  Another  dog  is  partly  visible  on  the 
left  and  the  whole  of  the  boat  on  the  right;  the  costumes, 
headdresses,  plants,  and  trees  are  somewhat  altered,  and 
the  temple  in  the  distance  has  no  nets.  Dubreuil  is  accord- 
ingly not  believed  to  have  been  concerned  with  the  design 
of  this  tapestry  in  his  series.47 


40b  The  Blasphemy  of  Niobe 

DESCRIPTION 

The  main  action  takes  place  in  the  middle  distance.  On 
the  left  is  the  temple  of  Latona,  a  vaulted  blue  porch  with 
white  cornices  and  keystones,  supported  by  dull  red  varie- 
gated marble  columns  with  yellow  Corinthian  capitals 
and  bases.  Under  the  vault  is  the  white  statue  of  the  god- 
dess, holding  the  sun  in  her  right  hand  and  the  crescent 
moon  in  her  left  (for  Apollo  and  Diana,  her  children);  the 
statue  stands  on  a  yellow  pedestal  supported  by  a  blue 
cube.  The  temple  is  approached  by  two  white  steps.  A 
barefoot  priestess  (presumably  Manto)  in  blue  and  white 
kneels  on  the  lower  of  these,  swinging  a  yellow  censer, 
from  which  pour  clouds  of  gray  smoke.  Four  bareheaded 
men  in  blues  and  yellows  kneel  in  front  of  the  shrine.  In  the 
center  of  the  tapestry,  six  of  Niobe's  seven  daughters  turn 
their  backs  on  the  temple.  Nearer  the  spectator  is  a  fair- 
haired,  barefoot  woman  (Niobe),  wearing  a  yellow  crown, 
blue  upper  garment,  yellow-green  sash,  and  pale  pink 
skirt.  Behind  her,  a  bearded  priest,  in  a  blue  miter  and 
upper  garment  and  a  dull  pale  pink  robe,  holds  a  yellow 
censer.  The  daughters,  only  partly  visible,  have  fair  hair 
and  are  dressed  in  shades  of  blue,  yellow,  and  pale  pink. 
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Between  this  group  and  another  facing  it  is  the  seventh 
daughter,  a  young  fair-haired,  bare-legged  girl  in  a  short 
yellow  dress.  She  moves  to  the  right,  where  six  men  are 
grouped  in  opposition  to  the  women  with  Niobe.  One,  in 
pale  pink,  wearing  a  helmet,  raises  his  arm.  Another,  in  the 
foreground,  turns  his  back  to  the  viewer;  he  wears  a  yel- 
low helmet,  pale  pink  upper  garment,  and  blue  short  skirt 
and  sleeves.  On  the  far  right,  a  man  in  dark  blue  and  pale 
yellow  stoops  under  the  weight  of  a  child  sitting  on  his 
shoulders.  The  other  men  in  the  group  are  dressed  in  blue, 
dull  yellow,  and  brown. 

In  the  foreground  on  the  left  is  a  large  pale  brown  bull 
with  a  wreath  of  blue-green  and  pale  yellow  leaves.  Its 
horn  is  grasped  by  a  fair-haired,  barefoot  man  in  a  dull 
pink  cap  and  pale  brown  upper  garment,  with  a  swirling 
blue  scarf  and  blue  leggings,  who  holds  a  green  stick  over 
the  animal's  back.  On  the  right  are  three  men.  The  young 
one  nearest  the  viewer  has  fair,  curly  hair  and  wears  a  dull 
pink  tight-fitting  body  covering  with  short  green  sleeves. 
Over  this  is  a  wide  flowing  scarf,  yellow-brown  on  one 
side  and  an  intense,  brilliant  crimson  on  the  other.  He  has 
a  short  blue-green  skirt,  looped  over  a  belt  around  his 
hips,  and  dull  yellow  leg  coverings,  turned  over  below  the 
knee  and  tied  at  the  ankle  with  a  blue  band,  leaving  his  feet 
bare.  Both  other  men,  partially  visible,  are  bearded.  One 
has  his  long  dark  yellow  hair  caught  up  with  a  pale  yellow 
band  and  has  a  dark  blue  circlet;  his  clothes  are  blue  and 
dull  yellow  and  his  legs  are  bare.  The  other  has  a  dull 
yellow-pink  cap. 

In  the  distance  in  the  center  is  a  blue  mountain  and 
beneath  it  a  gray  and  brown  city  (Thebes),  pyramids,  and 
large  round  buildings.  Below  this  is  a  group  of  seven 
horsemen  (Niobe's  sons)  in  pale  grays  and  browns.  On  the 
right  is  a  pale  blue  estuary  with  three  blue  ships,  and 
beyond  it  a  pale  blue-gray  cliff,  its  top  cut  off  by  white 
clouds;  on  these  a  kneeling  figure  (Latona)  in  pale  blue 
and  yellow  petitions  a  nude  god  (Apollo)  and  a  goddess  in 
yellow  (Diana).  The  sky  is  blue  above  and  white  below, 
with  blue  buildings,  including  a  pyramid,  on  the  horizon. 
Two  trees  with  brown  trunks  and  blue-green  leaves  rise 
behind  the  groups  in  the  middle  distance.  The  ground  in 
the  center  is  largely  blue-green  with  darker  bushes  and 
foliage.  A  ridge  of  earth  lies  behind  the  large  foreground 
figures;  it  is  brown  and  yellow  on  the  left,  brown,  gray, 
and  green  in  the  center.  From  it  rises  a  brown  tree  stump 
and  in  front  of  it  is  a  gray-brown  hare  or  rabbit.  The 


foreground  shows  rocks,  turf,  and  plants  in  grays,  browns, 
and  greens,  with  the  cast  shadows  of  the  figures  in  dark 
green.  A  path,  or  dry  stream  bed,  is  edged  with  low  clifflike 
rocks  and  a  small  distorted  shrub  with  a  creeper  twined 
around  it.  A  blue  violet  plant  is  seen  below  a  spiked  plant 
growing  from  the  foreground  rocks. 

The  inscribed  panel  of  the  upper  border  reads: 

QVANT  VN  MORTEL  DES  BIENS  QVE  DIEV  LVY  DONE  /  ESMEV 
D'ORGVEIL  GLOIRE  NE  LVY  VEVLT  REDRE  /  MERVELLE  N'EST 
SI  SOVBDAIN  l'ABONDONE,  /  ET  SI  MALHEVR  OV  MORT  LE 
VIET  SUPREDRE  /  NIOBE  SORT  DE  TEBES  POVR  REPRENDRE  / 
LE  PEVPLE  OFFRA[N]T  A  LATONA  PRIERE  /  ET  LA  BLASMANT 
SOY  ET  SES  FIL2  PREFERE  /  AVX  DIEVX  PAR  QVI  SESCLAIRE 
TOVT  LE  MODE  /  LATONA  LORS  A  SES  ENFANTS  REFERE  /  LE 
IVSTE  ESMOY  DE  SA  DOVLEVR  PROFONDE. 

(When  a  mortal,  filled  with  pride  of  the  goods  that  God  has 
given  him,  does  not  wish  to  return  Him  glory,  it  is  no 
wonder  if  He  suddenly  abandons  him  and  If  misfortune  or 
death  does  come  and  surprise  him.  Niobe  leaves  Thebes  to 
rebuke  the  people  praying  to  Latona  and,  blaspheming  her, 
prefers  herself  and  her  sons  to  the  gods  by  whom  all  the 
world  is  illuminated.  Latona  then  conveys  to  her  children 
the  just  emotion  of  her  profound  grief.) 

In  the  upper  center  of  the  framework  of  the  inscribed 
panel  in  the  upper  border  is  a  yellow  delta  with  six  green 
leaves,  or  possibly  bean  pods,  springing  from  it;  in  the 
center  below  is  a  yellow  crescent.  The  oval  medallion  in 
the  center  of  the  lower  border  shows  a  kneeling  figure 
(Niobe)  among  trees;  on  the  ground  in  front  of  her  are  a 
crown  and  some  clothes.  The  confused  area  on  the  right 
may  be  intended  to  represent  a  flaming  pyre  with  clouds  of 
smoke  arising  from  it.  A  gray  plaque  below  is  inscribed  in 
brown  letters:  hei  [for  Heu]  mihi  /  qvalis  F[for  e]ram 
(Woe  is  me,  what  I  was!).  Above  the  medallion  are  a 
monogram  with  HD,  a  delta,  two  yellow-gray  and  one 
blue-gray  crescent.  Two  blue  gray  crescents  flank  the 
scrollwork  border,  which  also  has,  on  either  side,  a  yellow 
and  green  censer  and  its  chain,  blue  ribbons,  and  piles  of 
fruit,  including  a  large  green  pinecone,  blue  grapes,  and 
green  gourds.  The  upright  oval  medallions  at  the  corners 
of  the  lower  border  have  dark  brown  grounds  and  show 
gray  deltas  entwined  with  leafy  sprays  in  green  and  yellow. 
The  vertical  borders  are  almost  identical,  except  for  minor 
differences  in  coloring.  At  the  top  of  each  is  a  yellow-gray 
ram's  head,  and  below  it,  two  pale  blue  or  yellow-gray 
quivers,  entwined  with  a  delta  and  yellow  or  blue  ribbons. 
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Pieces  of  yellow  scrollwork  hold  pale  yellow  and  blue 
roundels  with  entwined  deltas.  That  on  the  left  has  a  brown 
and  a  blue  delta,  with  a  ball  in  the  center  and  six  small 
balls  around  the  edges;  that  on  the  right  has  two  gray 
deltas.  From  the  lower  scrolls  hang  a  pair  of  yellow  cen- 
sers; behind  them  is  a  pale  blue  upright  holding  a  curved 
vessel,  which  stands  on  the  scrollwork  surrounding  the 
oval  medallions  with  GG.  Below  is  a  pale  yellow  female 
head  surrounded  by  crescents,  which  rests  on  a  piece  of 
scrollwork  supported  by  two  intertwined  yellow-gray 
bows  with  blue  handgrips.  The  bows  with  their  cords  are 
also  intertwined  with  two  gray  deltas  and  two  sprays  of 
pale  yellow  and  blue-green  leaves;  down  the  center  of  each 
combination  is  a  blue-headed  arrow.  Each  motif  rests  on  a 
pale  blue  and  yellow  vase  with  a  gadrooned  body.  The 
wide  blue  and  brown  guards  are  replacements. 

CONDITION 

The  repaired  areas  are  particularly  noticeable  in  the 
center  foreground  rocks  and  the  simulated  marble  frames 
to  the  borders. 

SUBJECT 

The  story  of  Niobe's  blasphemy  and  her  punishment  by 
Apollo  and  Diana  is  told  by  Ovid.48  Manto  persuaded  the 
people  of  Thebes  to  worship  at  Latona's  temple,  but 
Niobe,  the  queen,  told  them  that  she,  because  of  her  de- 
scent from  Atlas  and  Jupiter,  her  wealth,  her  beauty,  and 
above  all,  her  seven  sons  and  seven  daughters,  was  a  su- 
perior being,  since  Latona  had  only  two  children.  The 
people  left  the  sacrifice  unfinished,  but  Latona  com- 
plained to  Apollo  and  Diana  on  the  top  of  the  mountain 
Cynthus,  on  Delos,  and  they  avenged  her  by  killing  all 
Niobe's  children;  Amphion,  her  husband,  committed  sui- 
cide, and  she  was  changed  into  a  weeping  statue  of  marble. 
The  medallion  in  the  lower  border  shows  Niobe  mourning 
her  children. 

The  conspicuously  placed  hare  may  have  its  usual  con- 
notation of  fear.49 


DATE  OF  WEAVING 

The  suggestion  has  been  made  that  this  tapestry  belongs 
to  a  later  series  because  of  its  composition,  "its  foreground 


figures  placed  on  a  diagonal,  in  an  almost  Baroque  effect 
of  movement  and  space,"50  and  the  difference  between  its 
borders  and  those  of  the  rest  of  the  set.51  However,  the 
complete  tapestries  are  so  exactly  similar  in  height,  colors, 
and  technique  that  it  seems  impossible  that  they  could 
belong  to  different  series.  Large  foreground  figures  are 
also  found  in  the  Sacrifice  of  Iphigenia  and  a  diagonal 
composition  in  the  drawing  for  the  Death  of  the  Children 
of  Niobe  that  probably  represents  a  missing  tapestry  of 
the  set.  The  borders  of  all  the  tapestries  differ  in  detail  but 
are  completely  harmonious  in  style  and  color. 

RELATED  TAPESTRIES 

The  tapestry  of  the  same  subject  in  the  later  series  after 
Toussaint  Dubreuil,52  though  very  different  in  composi- 
tion and  spirit,53  includes  many  of  the  same  elements,  such 
as  the  statue  of  Latona  under  an  arch,  holding  the  sun  and 
moon,  and  a  bull  being  led  up  for  the  sacrifice.  Dubreuirs 
study  of  the  earlier  tapestry,  or,  more  probably,  the  car- 
toon for  it,  is  also  evident  in  his  painting  of  an  antique 
sacrifice  in  the  Louvre;54  the  man  in  the  lower  left  corner, 
who  holds  a  bull  by  the  horn  with  his  left  hand  and  lays  his 
right  arm  on  its  back,  is  very  similar  to  the  corresponding 
figure  in  the  tapestry. 
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41  The  Table  of  Cebes 


Two  embroideries  from  a  set  of  three 

a  The  Garden  of  False  Learning 

b  The  Wayfarer  Crowned  by  Happiness 


French,  1 550-80;  made  perhaps  by  or  for  a  member  of  the  de 

Fenis  de  Prade  family  of  Limoges. 
Wool  and  silk  on  canvas  in  cross  and  tent  stitches. 
41a  9  ft.  2V2  in.  x  12  ft.  7  in.  (2.81  mx  3.84  m); 
41b  8  ft.  x  9  ft.  10  in.  (2.44  m  x  3  m). 
Cross-stitch,  48—56  per  square  inch,  9  per  square  centimeter. 
Tent  stitch,  156—190  per  square  inch,  30—36  per  square 

centimeter. 

41a  Gift  of  Mrs.  Constance  McCann  Betts,  Mrs.  Winston  F. 

C.  Guest,  and  Frasier  W.  McCann,  1942  (42.193.2). 
41b  Bequest  of  Anne  Archbold,  1969  (69.298). 


DESCRIPTION 

Both  hangings  are  similar  in  color,  the  predominant 
shades  being  a  strong  dark  blue,  dull  red,  dull  yellows,  and 
browns.  The  borders  have  pink  grounds;  though  they  con- 
tain similar  grotesque  figures,  none  is  identical.  Each  has  a 
narrow  guard  in  brown,  tan,  and  red. 

Tent  stitch  is  used  for  the  figures  and  small  details.  Silk 
is  employed  for  highlights,  especially  in  garments. 

CONDITION 

Except  for  the  blues  and  dark  browns,  the  colors  are 
much  faded. 

SUBJECT 

The  Tabula  Cebetis,  translated  as  the  Table  of  Cebes,  or 
the  Mythological  Picture  of  Cebes  the  Theban,  is  a  late 
classical  moralistic  Greek  treatise,  certainly  not  written  by 
Socrates's  pupil,  Cebes.1  It  is  the  description  of  a  painting, 
supposedly  in  a  temple  of  Saturn,  that  illustrated  the  way 
to  achieve  true  happiness.  There  were  four  zones  in  the 
painting,  separated  by  walls.  The  first  showed  the  unborn 
crowding  around  the  gateway  to  life;  the  second,  the  do- 
main of  Fortune;  the  third,  that  of  false  learning;  and  the 
fourth,  the  paradise  of  true  wisdom  and  happiness.  The 


zones  of  the  unborn  and  of  Fortune  are  reproduced  in  the 
first  hanging  of  the  set. 

The  book  was  translated  into  Latin  at  the  end  of  the 
fifteenth  century  and  later  into  several  other  languages.  It 
was  much  used  as  a  school  text  in  the  sixteenth  and  seven- 
teenth centuries  and  many  attempts  to  reproduce  the  sup- 
posed painting  were  made.2 


SOURCE  OF  THE  DESIGNS 

The  designs  of  both  hangings  are  derived  from  a  wood- 
cut by  David  Kandel  (fl.  c.  153 8-1 587),  dated  1547  (fig. 

22).3 


MAKER  AND  DATE 

The  difference  in  style  and  quality  between  the  first 
piece  of  the  set  and  the  other  two  is  hard  to  account  for. 
The  first  piece  is  freely  adapted  from  Holbein,  while  the 
others  follow  the  Kandel  print  fairly  closely.  A  possible 
explanation  might  be  that  the  embroidress  whose  arms 
appear  in  the  upper  borders  finished  only  one  piece  and 
that  the  others  were  added,  perhaps  a  generation  later,  by 
other  less  accomplished  and  painstaking  members  of  the 
same  family.  On  the  other  hand,  the  existence  of  embroi- 
deries with  very  similar  borders,  but  illustrating  different 
stories,  suggests  a  professional  workshop. 


RELATED  EMBROIDERIES 

What  is  presumably  the  first  piece  of  the  set,  since  it 
shows  the  beginning  of  the  story  and  has  the  same  coats  of 
arms,  is  in  the  Jacquemart-Andre  Museum,  Paris.4  It 
shows  the  unborn  souls  as  frolicking  children,  some  black, 
outside  the  gate  of  life.  An  old  man  (Genius)  stands  in  the 
doorway;  beyond  it  are  a  seated  woman  with  a  cup  and 
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three  others,  in  gorgeous  costumes,  standing  behind  her. 
On  the  right  is  a  blindfolded  nude  Fortune  standing  on  a 
globe,  with  a  prosperous  couple,  dressed  in  the  height  of 
French  fashion  of  the  1 560s,  on  her  right,  and  some  mis- 
erable sufferers  on  her  left.  The  border  includes  the  same 
coats  of  arms  as  41a.  The  design  is  very  much  richer  in 
detail  than  that  of  41a  or  b;  the  costumes  have  elaborate 
patterns,  the  foreground  is  thick  with  flowers,  and  the 
landscape  variegated  with  different  kinds  of  trees  and 
many  birds  and  animals.  The  figures  in  the  border  of  the 
first  piece  are  smaller  and  far  more  elaborate.  The  colors 
are  much  lighter  and  brighter  and  include  strong  reds.  The 
cross-stitches  are  smaller,  about  sixteen  to  the  square 
centimeter. 

The  design  is  adapted  from  a  title  page  after  Holbein 
used  by  the  Basel  printer  Johann  Froben  for  Erasmus's 
edition  of  the  New  Testament  in  1521  and  other  works.5 
The  figures  of  Genius  in  the  doorway,  the  seated  woman 
with  the  cup,  and  Fortune  are  close  to  the  print,  but  the 
attitudes  of  the  children  are  different  and  the  costumes  are 
much  richer  and  thirty  years  later  in  style.  The  couple  on 
Fortune's  right  are  entirely  new,  supporting  the  sugges- 
tion that  they  represent  the  embroidress  whose  arms  ap- 
pear in  the  upper  border  and  her  husband. 

A  border  of  the  same  general  type  is  found  on  an  em- 
broidered hanging  with  the  story  of  Esther  in  the  Maurice 
Lange  sale,  Galerie  Georges  Petit,  Paris,  February  26,  27, 
19 19  (no.  186,  illus.),  sold  again  at  Sotheby's,  London, 
June  15, 1928  (no.  161,  illus.).  The  seated  woman  holding 
a  looking  glass  in  the  lower  left  corner  is  a  mirror  image  of 
the  figure  in  the  upper  right  corner  of  41b  and  there  are 
close  resemblances  in  some  of  the  other  motifs.  Many  of 
the  same  border  motifs  are  found  on  two  embroidered 
panels  with  scenes  from  the  life  of  Moses  sold  at  Sotheby's, 
October  21,  1955  (nos.  51,  52,  one  illus.).  Another  com- 
parable border  is  on  an  embroidery  with  Aaron  before 
Pharaoh  in  the  Art  Institute  of  Chicago.6  An  embroidery 
in  the  Chateau  of  Anet,  traditionally  attributed  to  Diane 
de  Poitiers,  is  very  similar  in  style. 


HISTORY 

All  three  pieces  of  the  set  may  have  been  on  the  French  art 
market  in  1882,  when  the  Jacquemart- Andre  hanging  was 
acquired  from  Vail.7 


Both  41a  and  b  were  obtained  from  Leon  Lacroix  by  French 
&  Co.,  New  York,  in  1928,  when  they  were  cleaned  and 
repaired. 

41a  was  bought  by  Charles  E.  F.  McCann,  1930. 

In  the  Charles  E.  F.  McCann  sale,  Parke-Bernet,  New  York, 
November  21,  1942,  no.  11 10,  illus.  Called  the  Triumph  of 
the  Arts  and  Sciences,  northern  French  under  Flemish  influ- 
ence, about  1570.  Bought  in. 

Given  to  the  MMA  by  Mrs.  Constance  McCann  Betts,  Mrs. 
Winston  F.  C.  Guest,  and  Frasier  W.  McCann,  children  of 
Mr.  and  Mrs.  Charles  E.  F.  McCann,  1942. 

41b  was  bought  from  French  &  Co.  by  Mrs.  Anne  Archbold, 
1929. 

Bequeathed  to  the  MMA  by  Mrs.  Anne  Archbold,  1969. 
EXHIBITION 

Richmond,  Virginia  Museum  of  Fine  Arts,  1945.  The  Human 
Story  in  Needlework,  cat.  no.  53  [41a]. 

PUBLICATIONS 

MMA  Annual  Report  1942,  p.  28.  41a  mentioned  as  a  scene 
from  the  Table  ofCebes. 

Phillips,  John  Goldsmith.  "The  Garden  of  False  Learning." 
MMA  Bulletin,  n.s.  1  (1942-43)  pp.  243-47,  both  illus.  Ac- 
count of  Tables  ofCebes,  Jacquemart- Andre  Museum  piece 
mentioned,  derivation  from  Kandel  print  and  relationship  to 
Holbein  print  established,  border  grotesques  compared  to 
works  by  Cornelis  Floris,  dated  1550—70,  or  shortly  there- 
after, called  probably  northern  French,  technique  and  condi- 
tion of  41a  described. 

Viatte,  Germain.  Le  XVIe  Siecle  europeen:  Tapisseries.  Exh. 
cat.,  Mobilier  National,  Paris,  1965,  p.  15,  no.  14  (Jacque- 
mart-Andre  piece).  41  mentioned  as  inferior  in  quality  and 
certainly  later  in  date;  masculine  arms  identified  as  possibly 
those  of  the  Limousin  family  Fenis  de  Prade. 

MMA  Annual  Report  1969-1970.  In  MMA  Bulletin,  n.s.  29 
(1970-71)  pp.  103, 105,  illus.  [41b].  Both  pieces  mentioned, 
called  northern  French  or  Flemish. 

Mailey,  Jean.  "The  Wayfarer  Crowned  by  Happiness."  Needle 
Arts  1,  no.  4  (Fall  1970)  pp.  4-6,  illus.  [41b]. 

Schleier,  Reinhart.  Tabula  Cebetis.  Berlin,  1973,  p.  38,  figs.  16, 
17. 

MMA  Notable  Acquisitions  1965-1975.  New  York,  1975,  P- 

295,  illus.  [41b]. 
Lapaire,  Claude.  "Trois  broderies  allegoriques  de  la  fin  du  XVIe 

siecle."  Genava  23  (1975)  p.  150.  Mentioned,  dated  about 

1560,  said  to  be  stylistically  related  to  embroideries  in 

Geneva,  London,  and  Pau. 
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41a  The  Garden  of  False  Learning 


DESCRIPTION 

A  blue-eyed  boy,  wearing  a  pink,  brown,  and  gray  coat, 
blue  stockings,  and  gray-brown  shoes,  stands  in  front  of  a 
dark  brown  fence.  He  is  greeted  by  a  woman  at  an  opening 
framed  by  dull  blue,  red,  and  gray  columns  supporting  a 
brown  pediment.  She  has  blue  eyes  and  fair  hair  with  a 


red,  yellow,  and  blue  ornament,  a  patterned  blue,  red,  and 
dull  yellow  cape,  a  red,  brown,  and  tan  dress,  and  gray  and 
brown  shoes.  Through  the  doorway  a  landscape  with 
trees  and  a  small  building  is  visible.  On  the  other  side  of 
the  fence  are  two  rows  of  people.  On  the  extreme  left  in 
the  lower  row  is  a  man  with  a  red  hat  and  collar,  a  blue 
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TAB  VLA      C  E  B  E  T  I  S» 


FIG.  22.  The  Table  of  Cebes,  by  David  Kandel.  Woodcut.  MMA, 
Harris  Brisbane  Dick  Fund,  1944  (44.1.22). 

cape  with  long  dangling  sleeves  and  red  stripes,  and 
brown  leggings;  he  holds  an  armillary  sphere.  Next  to 
him,  a  bearded  man  in  a  dull  pink  robe  places  a  pair  of 
blue  compasses  on  a  geometrical  figure  inscribed  on  a  gray 
and  brown  board  resting  on  the  fence;  the  letters  P  (possi- 
bly for  n)  and  J  are  visible  on  the  board.  Two  men  are 


seen  in  conversation  to  the  right;  one  wears  a  red-brown 
pointed  hat  and  robe,  the  other  a  dark  green  wreath  and 
pink-brown  robe.  A  third,  also  wearing  a  wreath,  holds  a 
scroll  and  faces  the  fence.  He  has  a  dull  red  robe  and  blue 
sleeves.  A  couple,  arm  in  arm,  turn  their  backs  to  the 
fence;  the  man  is  in  brown,  the  woman  has  a  gray  cap  and 
a  dull  red  dress.  Another  woman,  next  to  the  doorway, 
wears  a  striped  red  and  gray  cap,  a  red  and  dull  yellow 
collar,  and  a  blue  dress. 
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The  row  of  people  in  the  background  includes,  on  the 
far  left,  a  man  with  a  brown  cap  and  dull  red  and  dark  blue 
costume,  holding  a  blue  and  yellow  globe  on  a  stick.  Be- 
low him  is  a  man  in  profile  holding  a  pale  brown  quadrant 
with  numerals  in  his  left  hand  and  a  pair  of  blue  com- 
passes in  his  right;  he  is  dressed  in  dull  pale  pinkish  brown. 
A  boy  holding  a  gray-brown  board  inscribed  with  nu- 


merals walks  toward  him.  He  wears  a  dull  red  cap,  a  blue 
costume  trimmed  with  pale  brown  fur,  and  brown  leg- 
gings. A  group  of  five  people  making  music  are  sitting  on 
the  ground  to  the  right.  A  woman,  in  pink  and  blue,  holds 
a  book  with  three  staves  of  music  in  her  right  hand;  a  man 
in  brown  and  red  behind  her  has  his  arm  around  her  neck. 
Next  to  them  is  a  man  in  blue  with  red  stripes  playing  a 
small  brown  harp.  Then  comes  a  woman  in  a  blue  jacket 
and  dull  yellow  and  red  skirt,  playing  a  brown  and  gray 
lute,  and  a  man  in  pale  red  playing  a  brown  and  gray  viola 
da  gamba.  A  woman  in  pink,  dull  red,  blue,  and  gray 
stands  on  the  far  right.  The  sky  is  dark  blue  at  the  top, 
paler  below,  with  blue  clouds.  Behind  the  figures,  a  distant 
landscape  in  shades  of  blue  and  brown  includes  trees  and 
hills  and  a  number  of  red-roofed  buildings.  Other  build- 
ings, impossibly  minute,  are  seen  between  the  figures  on 
the  left. 

The  upper  border  contains  two  coats  of  arms.  That  on 
the  left,  or  masculine,  side  has  a  shield  surmounted  by  a 
helmet  and  encircled  by  the  collar  of  the  order  of  Saint 
Michel.  The  shield  shows  a  phoenix  rising  from  the  flames 
gazing  at  the  sun  (perhaps  de  Fenis  de  Prade)8  on  a  blue 
ground;  the  supporters  are  lions  (see  detail).  The  shield  on 
the  right  is  held  by  two  nude  boys  and  is  encircled  by  a 
cordeliere,  usually  the  mark  of  a  widow;  it  shows  dull 
yellow  lozenges  on  blue  and  dull  yellow  flowers  on  pink 
(see  detail). 

In  the  center  of  the  upper  border  is  a  grotesque  man 
holding  two  trumpets,  flanked  by  flaming  urns.  On  either 
side  are  winged  figures  ending  in  tails,  reaching  toward 
bowls  of  flowers  and  fruit.  On  the  left  is  the  front  of  a 
brown-gray  horse,  on  the  right,  a  crouching  brown  gray 
camel  or  sphinx  with  a  helmeted  human  head.  This  is 
repeated  on  the  right  of  the  female  arms,  though  this  beast 
is  partly  spotted.  A  nude  striding  boy  with  a  spear  is  on  the 
right,  under  a  red  canopy,  and  a  seated  woman  in  red  and 
blue  holding  a  caduceus  is  in  the  corner.  The  left  corner  of 
the  border  is  not  in  its  original  condition  and  now  shows  a 
grotesque  figure  with  two  tridents  and  part  of  a  seated 
figure  in  red  and  blue.  The  lower  border  has  seated  women 
in  the  corners:  the  one  on  the  left  is  in  pink,  blue,  and  dull 
yellow  and  holds  a  branch;  the  other,  in  a  costume  of 
similar  colors  with  a  dark  blue  scarf,  holds  a  small  vial. 
The  grotesque  figures  between  them  are  not  symmetrical. 
They  include  winged  putti  riding  on  human-headed  mon- 
sters, or  holding  cornucopias  and  trumpets,  a  bird  in  a 


Details  of  41a 


cage,  baskets  of  fruit  and  flowers,  small  fish  and  snakes, 
canopies,  and  strapwork. 

The  side  borders  differ  from  each  other  only  slightly. 
Above  the  seated  corner  figures  are  two  gray  and  two  blue 
dolphins,  with  nude  cupids  shooting  arrows.  Under  a 
drapery  swag,  a  two-tailed  bearded  man  with  butterfly 
wings,  flanked  by  two  small  birds,  holds  flowering 
branches  above  his  head.  Above  on  each  side  is  a  winged 
boy,  one  in  blue,  the  other  in  yellow,  holding  a  basket  of 
fruit  under  a  canopy,  on  each  of  which  are  two  butterflies. 


CONDITION 

A  photograph  taken  presumably  in  1928  shows  that  the 
lower  half  of  the  bottom  border  and  the  right  third  of  the 
right  border  have  been  added  in  the  course  of  restoration. 
The  upper  left  corner  was  then  already  a  patchwork  of 
fragments.  There  are  also  many  small  areas  of  repair  and 
bare  spots,  especially  in  the  sky,  and  larger  ones  in  the 
background  of  the  borders. 


SUBJECT 

The  searcher  after  happiness,  who  has  escaped  from  the 
snares  of  Fortune  in  the  second  zone  of  the  Table  ofCebes 
painting,  is  welcomed  at  the  entrance  to  the  third  by  a 
well-seeming  woman  who  is,  however,  False  Learning.  In 
her  zone  are  orators,  poets,  musicians,  arithmeticians,  phi- 
losophers, astronomers,  magicians,  alchemists,  and  other 
learned  men.  Only  a  narrow  and  difficult  path  (not  shown 
in  the  embroidery)  leads  to  the  zone  of  true  wisdom  and 
happiness. 


SOURCE  OF  THE  DESIGN 

The  design  has  been  adapted  from  the  second  and  third 
zones  of  the  woodcut  by  David  Kandel  (fig.  22).  Only  the 
boy  approaching  the  gate  and  the  woman  welcoming  him 
are  from  the  second  zone,  but  all  the  figures  on  the  left  side 
of  the  third  zone  in  the  print  have  been  copied  in  the 
embroidery,  except  for  two  men  with  pipe  and  tabor,  who 
are  omitted.  The  landscape  is  not  in  the  print.  The  stone 
wall  separating  the  zones  has  been  replaced  by  a  fence. 


41b  The  Wayfarer  Crowned 
by  Happiness 

DESCRIPTION 

The  wayfarer,  still  shown  as  a  young  boy,  kneels  in 
front  of  Happiness,  who  has  long  pale  brown  hair,  a 
closed  royal  crown  in  red  and  tan  with  blue  and  white 
gems,  a  blue  costume,  and  a  dull  yellow  halo.  She  holds  a 
pale  brown  scepter  and  is  about  to  place  a  red  and  blue 
crown  on  the  boy's  head.  He  has  brown  hair  and  a  brown 
and  tan  costume.  Happiness  sits  on  a  pale  brown  cushion 
on  a  throne  draped  with  dull  red  and  brown;  it  has  a  high, 
pedimented,  gray  and  brown  back,  with  a  dull  orange-red 
section  behind  the  figure.  On  the  left,  a  man  with  a  red, 
yellow,  and  blue  crown,  wearing  a  dark  blue  coat  orna- 
mented in  red  and  tan  at  the  hem  and  a  red  chain,  stands 
between  two  fair-haired  women  dressed  in  dull  pale  yel- 
low; the  one  on  the  right  has  a  red  and  blue  hair  ornament. 
The  man  has  blue  stockings  and  brown  shoes.  Between  the 
two  groups  is  a  gray  and  brown  fountain  with  a  blue  and 
white  pool  and  a  central  column;  water  falls  from  dull 
pink  lion  heads  and  dolphins.  Behind  Happiness  is  a 
walled  city,  with  towers  and  houses  in  shades  of  gray, 
brown,  dull  red,  and  yellow,  with  some  blue  roofs.  The 
sky  is  dark  blue  and  there  are  many  blue  and  brown  trees. 
On  the  lower  right  is  a  tree  with  dark  blue  and  brown 
leaves.  The  foreground  is  filled  with  a  brown  and  dull 
yellow  fence,  with  blue  and  brown  plants  on  a  red-brown 
ground  visible  behind  and  above  it,  including  two  pale 
gray  tulips. 

The  border  has  seated  female  figures  in  the  upper  cor- 
ners. The  one  on  the  left  is  in  blue,  dull  yellow,  and  dull  red 
and  holds  a  cornucopia  in  her  right  hand,  with  a  pale 
brown  bird  perched  on  her  left.  The  other,  in  gray,  blue, 
and  dull  yellow,  with  blue  sandals,  holds  a  blue  and  yellow 
mirror.  The  upper  border  is  filled  with  grotesques,  includ- 
ing a  winged  boy  in  dull  yellow  and  blue  astride  a  man- 
headed  red  and  brown  monster  with  a  flaming  vase  on  its 
tail,  a  winged  herm  playing  a  lute,  a  rearing  stag,  a  bearded 
man  with  two  blue  and  brown  fishtails,  two  figures  flank- 
ing a  table  with  a  vase,  two  winged  boys  in  blue  holding 
bows,  two  winged  monsters  with  pointed  hats,  long 
beards,  and  snail-shell  bodies,  birds,  vases  of  flowers  and 
fruit,  masks,  canopies,  and  draperies. 
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The  side  borders  are  not  alike.  At  the  top  on  the  left  is  a 
winged  herm  with  blue  drapery,  holding  two  trumpets. 
Two  gray  sea  horses  with  blue  tails  are  seen  below,  then 
two  seated  winged  boys  in  blue,  a  winged  man  with  two 
red-brown  birds,  and,  at  the  bottom,  two  seated  blue-gray 
sphinges  with  human  arms.  On  the  right  is  a  gray  sea  horse 
with  two  blue  tails  under  a  gray  and  yellow  canopy,  a 
blue-winged  man  with  two  gray  and  yellow  birds,  two 
kneeling  boys  in  blue,  a  grinning  yellow  mask,  a  winged 
merman  with  two  gray  tails,  and,  at  the  bottom,  two  yel- 
low and  brown  sphinges  under  a  yellow  and  blue  canopy. 
Wreaths,  flowers,  and  draperies  fill  the  interstices. 

CONDITION 

There  are  many  small  areas  of  repair  throughout,  espe- 
cially in  the  silk  portions.  These  are  particularly  noticeable 
in  the  sky  and  the  figures.  The  lower  border  is  missing. 


SUBJECT 

At  the  end  of  his  journey,  the  wayfarer  meets  many 
beautiful  ladies,  who  are  the  daughters  of  Innocence  and 
sisters  of  True  Wisdom.  They  represent  such  qualities  as 
Prudence,  Temperance,  Discretion,  Justice,  Love,  Pity,  and 
Liberality.  They  take  him  to  their  mistress,  Happiness, 
who  crowns  him  with  a  diadem  of  victory. 

It  is  not  clear  who  is  the  crowned  man  standing  between 
the  two  Virtues  on  both  the  print  and  the  embroidery. 
Possibly  he  is  a  previous  wayfarer,  already  crowned  by 
Happiness. 

SOURCE  OF  THE  DESIGN 

The  left  side  of  the  final  zone  in  the  Kandel  print  (fig.  22) 
was  fairly  closely  copied,  though  compressed  and,  in  some 
places,  such  as  the  city,  simplified.  The  stone  wall  separat- 
ing the  zones  was  changed  into  a  fence. 


1  EE 

Detail  of  fig.  22. 


NOTES 

1.  Schleier,  Tabula  Cebetis,  pp.  9-12.  The  use  of  "table"  to  mean 
"picture"  is  given  in  the  Oxford  English  Dictionary  as  obsolete, 
with  examples  dating  from  1387  to  1700. 

2.  Schleier,  Tabula  Cebetis,  pp.  32-53. 

3.  Schleier,  Tabula  Cebetis,  p.  37,  fig.  12. 

4.  Viatte,  XVIe  Siecle,  no.  14,  illus.;  Germain  Viatte,  "Les  tapisseries 
du  XVIe  siecle,"  L'Oeil,  no.  131  (November  1965)  pp.  20,  21,  fig. 
6;  Schleier,  Tabula  Cebetis,  fig.  15. 

5.  Schleier,  Tabula  Cebetis,  pp.  34-36,  figs.  5-8. 

6.  Art  Institute  of  Chicago  acc.  no.  27.1780.  Called  English,  late  six- 
teenth century. 

7.  Catalogue  itineraire,  Musee  Jacquemart-Andre  (Paris,  1929)  p. 
106,  no.  735. 

"D'az.  au  phenix  s'essorant  d'or  sur  son  bucher  enflamme  de  gue. 
regardant  un  soleil  d'or  mouvant  de  Tangle  dextre  du  chef."  Jean 
Fenis  was  Procureur  General  du  Roi  in  Bas-Limousin  in  1563  and 
had  a  son  Pierre  de  Fenis  de  la  Prade,  who  married  Helene  de 
Maruc  in  1558  (Henri  Jougla  de  Morenas,  Grand  Armorial  de 
France  [Paris,  1934-49]  s.v.  "de  Fenis  de  Prade"). 
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42  The  Two  Statues 


Right  side  of  a  tapestry  from  a  set  of  the  Story  of 
Artemisia 

French  (Paris);  after  a  drawing  by  Antoine  Caron  (c.  1527— 
1 599),  woven  by  Frans  van  den  Planken  (Franfois  de  La 
Planche,  fl.  1 601-1627)  in  tne  Comans-La  Planche  manu- 
factory in  the  Faubourg  Saint-Marcel  in  the  early 
seventeenth  century. 

Marks  of  Paris  and  weaver. 

Wool  and  silk. 

13  ft.  2  in.  x  11  ft.  6  in.  (4.01  m  x  3.51  m). 
18—19  warps  per  inch,  8  per  centimeter. 
Bequest  of  Undo  J.  Johnson,  1975  (I975-32-8). 

DESCRIPTION 

The  queen  wears  a  tall  dull  yellow  and  red  helmet,  held 
by  a  pale  blue  ribbon  under  her  chin  and  surmounted  by 
blue  and  white  plumes;  a  fringed  blue  and  white  widow's 
scarf  falls  from  the  top  down  her  back.  She  has  long  fair 
hair  and  places  her  right  hand  on  the  end  of  a  tall  stick,  her 
left  on  the  hilt  of  a  dull  yellow,  red,  and  blue  sword  slung 
at  her  side.  The  upper  part  of  her  dress  is  blue,  with  a  red 
and  yellow  bow  at  her  shoulder;  her  sleeve  and  skirt  are 
dull  pale  yellow,  with  red,  yellow,  and  dark  blue  orna- 
mentation. In  front  of  her  is  her  young  son,  Lygdamis,  in 
blue  and  dull  yellow  classical  armor,  with  blue  plumes  in 
his  helmet.  A  group  of  similarly  dressed  warriors  is  seen 
farther  away  on  the  left,  with  Roman  standards  and  wea- 
pons rising  above  them,  and,  in  the  distance,  two  girls  in 
blue  and  gray  carrying  blue  and  white  wreaths  and  a  palm 
branch. 

In  the  foreground  on  the  right  behind  the  queen  a  sol- 
dier with  his  back  turned  has  a  dull  yellow  and  red  helmet 
surmounted  by  the  figure  of  a  small  monkey;  he  wears  red 
and  pale  yellow  classical  armor,  with  blue  sleeves  and 
skirt,  and  red  boots  with  blue  tops.  Between  him  and  the 
queen  a  warrior  in  blue  holds  a  dull  yellow  standard;  the 
head  of  a  man  in  a  blue  helmet  appears  behind  him.  Far- 
ther to  the  right  is  a  man  in  a  blue  and  pale  yellow  helmet, 
topped  with  a  blue  dog  and  red  and  blue  plumes;  he  has  a 
dull  pale  yellow  cloak  over  a  blue  costume.  Behind  him  is  a 
warrior  in  a  long  blue  cloak  and  with  a  blue  feather  in  his 
dull  yellow  helmet.  Parts  of  several  other  helmeted  heads 
are  visible.  Above  this  group  rises  a  trophy  of  arms  on  a 
pole,  chiefly  dull  yellow  and  red;  at  the  top  is  a  helmet  with 


a  red  plume.  The  heads  of  blue  and  yellow  spears  are  seen 
on  the  right. 

The  background  is  formed  by  buildings  in  gray,  dull 
yellow,  and  blue;  a  balcony  at  the  top  seen  above  the 
queen  shows  a  small  pale  yellow  hanging  and  three  figures 
in  blue  and  white.  In  the  distance  on  the  left  are  a  balus- 
trade and  a  landscape  in  tones  of  dull  blue,  gray,  and  pale 
yellow.  The  foreground  is  in  shades  of  gray,  pale  brown, 
dark  blue,  green,  and  pale  yellow,  with  several  small 
plants. 

The  wide  border  includes  several  bands  of  ornamenta- 
tion around  the  central  scene  in  tones  of  brown,  gray,  and 
dull  pale  yellow,  shown  as  if  lit  from  the  upper  left.  These 
are  fastened  to  the  main  border  on  either  side  by  strap- 
work,  dark  blue  on  the  left,  blue  and  dull  yellow  on  the 
right.  Oblong  rectangles  in  the  horizontal  borders  contain 
oval  medallions  with  monochrome  reclining  figures  on 
dark  blue  grounds,  Diana  and  a  stag  at  the  top,  a  river-god 
at  the  bottom.  Roundels  at  the  corners  in  dull  red,  pale 
yellow,  and  blue  show  playing  children  and  have  extru- 
sions of  three-dimensional  strapwork  in  red  and  pale 
yellow.  The  vertical  borders  have  central  strapwork  car- 
touches with  red  grounds  and  small  medallions  of  chil- 
dren in  blue  and  pale  yellow.  Each  side  border  has  two 
female  heads  with  red  and  pale  yellow  flower  forms  above 
and  below  them.  The  other  ornamentation  of  the  border  is 
in  shades  of  blue,  red,  and  dull  yellow.  The  guards  are 
dark  blue;  at  the  lower  left  is  the  Paris  mark,  at  the  lower 
right  side,  the  mark  of  Francois  de  La  Planche  (see  details) . 

CONDITION 

Dark  blue  areas  show  much  wear  and  there  are  many 
small  repairs  throughout.  The  abrupt  ending  of  the  design 
on  the  left  and,  less  conspicuously,  at  the  top  is  original. 

SUBJECT 

The  subjects  of  the  tapestries  of  the  series  are  taken 
from  a  book  purporting  to  be  a  life  of  Artemisia,  queen  of 
Caria  in  Asia  Minor,  written  in  1 562  by  Nicolas  Houel  (c. 
1 5  20—1 587),  but  never  printed. 1  Like  other  authors  of  his 
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Details  of  42 


time,  Houel  confused  Artemisia  I,  who  helped  Xerxes  in- 
vade Greece  in  480  B.C.,  with  Artemisia  II,  who  built  the 
Mausoleum  in  honor  of  her  dead  husband  in  3  5  3  B.C.2  But 
HouePs  chief  concern  was  to  find  parallels  between  the 
classical  figure  and  his  own  queen,  Catherine  de'  Medici. 
He  therefore  chose  or  invented  incidents  in  the  lives  of  the 
Artemisias  that,  with  some  effort  of  the  imagination, 
could  be  thought  comparable  to  events  in  Catherine's  ca- 
reer; in  his  own  words,  addressed  to  Catherine,  "le  princi- 
pal but  de  mon  entreprise  a  este  de  vous  representer  en 
elle,  &  de  monstrer  la  conformite  qu'il  y  a  de  son  siecle  au 
nostre."3  The  death  of  Mausolus  (or  Henri  II),  his  lying  in 
state  and  funeral  procession,  and  the  ceremonies  of  his 
temporary  entombment  are  followed  by  an  assembly  of 
the  Estates  of  the  Realm;  this  corresponds  to  the  meeting 
of  the  Etats  Generaux  at  Orleans  in  1560.  Artemisia's 
young  son  Lygdamis  is  then  crowned  and  his  education  is 
described.  "Lygdamis"  was  the  name  of  the  father  of 
Artemisia  I,  who  did  have  a  son,  but  Artemisia  II,  the  wife 
of  Mausolus,  did  not.4  The  French  king  at  this  time  was 
Catherine's  young  son,  Charles  IX.  The  building  of  the 
Mausoleum  is  undertaken  and  compared  to  the  tomb 
Catherine  constructed  for  Henri  II.  Mausolus's  body  is 
burned  and  Artemisia  drinks  the  ashes  in  wine.  The  inhab- 
itants of  Rhodes  revolt,  but  are  reconquered  by  Artemisia; 
this  historic  event  is  compared  to  Catherine's  victories  in 
the  civil  wars  of  her  era.  The  illustrated  version  of  Houel's 


manuscript  concludes  with  Artemisia's  triumphal  entry 
into  Halicarnassus,  but  the  unillustrated  text  adds  an 
account  of  Artemisia's  assistance  to  Xerxes.5  The  basic 
subject,  the  regency  of  a  widowed  queen  for  her  young 
son,  was  as  appropriate  to  Marie  de'  Medici  and  Louis 
XIII  or  to  Anne  of  Austria  and  Louis  XIV  as  to  Catherine; 
the  series  was,  in  fact,  woven  until  the  mid-seventeenth 
century. 

The  subject  of  42  is  meaningless  without  the  left  half  of 
the  design  and  the  sonnet  that  describes  the  scene  (figs.  23 , 
24).  It  is  taken  from  Vitruvius,  who  says  that  Artemisia 
"put  up  in  the  city  of  Rhodes  a  trophy  of  her  victory, 
including  two  bronze  statues,  one  representing  the  state  of 
the  Rhodians,  the  other  herself.  Herself  she  fashioned  in 
the  act  of  branding  the  state  of  the  Rhodians."6  Houel's 
sonnet  (fig.  24)  tells  basically  the  same  story.  His  prose 
account  reads:  "Et  pour  perpetuer  daventaige  sa  memoyre, 
fit  faire  pour  son  trophee  en  la  maitresse  place  de  la  ville, 
deux  statues  de  bronze,  done  lune  estoyt  de  la  royne,  qui 
tenoit  un  fer  de  chauld  dont  elle  marquoit  le  front  de  lautre 
statue,  qui  representoit  la  ville  de  Rhodes:  Le  tout  pose, 
sur  deux  peidz  destail,  ou  estoit  insculpe  en  facon  de  basse 
taille,  la  victoire  qu'elle  avoit  abentue  a  lencontre  des 
rhodiens."7 


SOURCE  OF  THE  DESIGN 

As  well  as  his  prose  life  of  Artemisia,  Houel  compiled  a 
series  of  sonnets  illustrated  with  drawings  recording  the 
same  events.  The  sonnets  were  written  on  the  backs  of  the 
drawings,  each  referring  to  the  drawing  on  the  following 
page.  They  were,  according  to  a  contemporary,  La  Croix 
du  Maine,  "composees  par  les  plus  excellents  poetes  de 
notre  temps";8  the  drawings  are  described  on  the  title 
page  of  the  book  as  "faictes  par  les  plus  excellens  paintres 
tant  de  Pltalie  que  de  la  France.  De  l'invention  de  Nicolas 
Houel,  Parisien."9  Houel  intended  the  drawings  to  be 
used  as  models  for  tapestries;  he  says  at  the  beginning  of 
his  dedication  of  the  book  to  the  queen,  "Seulement  ma 
deliberation  estoit  de  dresser  un  dessein  de  peinture  qui  se 
montrast  brave  en  tapisserie,  8c  qui  peut  servir  de  patron  a 
beaucoup  d'ouvriers,  avec  un  peu  decriture  pour  en  don- 
i\er  plus  claire  intelligence."  In  the  prose  work  he  says  that 
he  had  been  told  she  enjoyed  histories,  "specialement 
quand  elles  estoyent  mises  en  bonne  peinture,  sculpture, 
borderye  ou  tapisserye."  After  the  queen  had  visited  him 
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and  seen  some  of  his  work,  he  was  encouraged  to  com- 
plete it,  so  that  she  should  have,  he  tells  her,  "une  chose 
rare  &  exquise,  &  dont  vous  pourrez  commander  de  faire 
de  belles  &  riches  peintures  a  [et]  tapisseries,  pour  l'orne- 
ment  de  voz  maisons  &  superbes  aedifices."10  The  draw- 
ings with  the  sonnets  on  their  backs  are  in  the  Cabinet  des 
Estampes  of  the  Bibliotheque  Nationale  and  the  Louvre. 
Later,  five  drawings  without  sonnets  were  added  to  the 
compilation;  they  are  all  for  figures  in  the  funeral  proces- 
sion.11 There  are  also  six  tapestries,  including  the  impor- 
tant coronation  scene,  for  which  neither  drawings  nor 
sonnets  have  been  found.12 

By  combining  drawings,  sonnets,  and  tapestries,  a  total 
of  seventy- four  subjects  has  been  published.13  This  in- 
cludes five  sonnets  with  no  drawings;  five  early  drawings 


with  no  sonnets;  twenty-three  sonnets  and  drawings  of 
which  no  tapestries  are  known;  eight  early  drawings  with 
known  tapestries,  but  no  sonnets;  six  sonnets  with  known 
tapestries,  but  no  drawings;  and  eighteen  subjects  for 
which  there  are  sonnets,  early  drawings,  and  tapestries. 
To  these  must  be  added  the  later  drawings  and  their 
tapestries  and  the  tapestries  with  neither  sonnets  nor 
drawings. 

Most  of  the  earlier  sixteenth -century  drawings  are  at- 
tributed to  Antoine  Caron;14  Giulio  Camillo  delPAbate, 
Niccolo  delP  Abate,  Baptiste  Pellerin,  and  Etienne  Delaune 
have  also  been  mentioned.15  The  later  drawings  are  given 
to  Henri  Lerambert ; 16  Felibien  says  that  "II  fit  en  1 600  des 
desseins  pour  l'Histoire  de  Coriolan  &  pour  celle 
d'Artemise."17  This  may  mean  that  Lerambert  also  made 


fig.  24.  Sonnet,  by  Nicolas  Houel.  Manuscript  poem.  Bibliotheque 
Nationale,  Paris. 


some  full-scale  cartoons  after  the  early  drawings,18  but  a 
contract  of  October  i,  1607,  between  Laurent  Guyot  and 
representatives  of  the  king  obligated  this  artist  to  make 
"grands  patrons"  of  the  Artemisia  drawings  by  Caron 
"representant  les  exercices  qu'elle  faisait  apprendre  au  roi 
son  fils,  pendant  son  veuvage,"  for  use  by  the  Flemish 
weavers  then  working  for  the  king,  i.e.,  Francois  de  La 
Planche  and  Marc  de  Comans.19  Of  the  twelve  designs 
showing  the  young  king  learning  languages,  sciences,  art, 
riding,  fencing,  military  exercises,  swimming,  combat, 
deer  hunting,  and  boar  hunting,  seven  are  known  to  have 
been  woven,20  presumably  from  cartoons  by  Guyot. 

The  drawing  for  the  Two  Statues  is  among  those  attrib- 
uted to  Caron.21  There  is  no  evidence  to  determine  if  the 
full-scale  cartoon  for  the  tapestry  was  made  by  Lerambert, 
Guyot,  or  another  artist.  The  drawing  (fig.  23)  was  fairly 
closely  followed,  except  that  the  distant  landscape  was 
simplified;  its  extreme  Mannerist  characteristics,  such  as 
the  tiny  heads  and  long,  thin  bodies,  have  been  replaced  by 
more  normal  proportions. 

WEAVER  AND  DATE 

No  sixteenth-century  sets  of  the  series  are  known, 
though  documents  of  1601  and  1606  mention  a  Histoire 
d'Artemise  that  the  weaver  Maurice  Dubout  was  making 
for  the  king.22  Marc  de  Comans  and  Francois  de  La 
Planche  became  partners  in  1601,  though  they  did  not 
receive  their  lettres  patentes  until  1607.  In  1610  they  re- 
ceived a  payment  from  the  Spanish  ambassador  for  four 
pieces  of  the  "histoire  de  Hartemise."23  As  42  has  de  La 
Planche's  mark,  it  was  probably  made  after  1606  and 
certainly  before  his  death  in  1627;  the  inventory  then 
taken  of  his  property  includes  eight  sets  and  a  single  piece 
of  Artemisia  in  storage  or  on  his  looms,  a  total  of  seventy- 
eight  tapestries.24  The  Heralds  on  Horseback  of  the  set 
with  the  same  border  shows  a  crowned  L  on  a  banner,25 
indicating  that  it  was  made  after  the  accession  of  Louis 
XIII  in  1 610,  but  it  is  not  certain  that  42  belongs  to  the 
same  set. 


RELATED  TAPESTRIES 

A  set  of  six  tapestries  in  the  Mobilier  National,  Paris, 
has  the  same  border  and  marks  as  42;  its  height,  3.82 
meters  to  4.03  meters,  is  also  comparable.26  Nothing  is 


known  of  its  early  history,  and,  since  it  does  not  include 
the  Two  Statues ,  42  may  belong  to  this  set.  Another  tapes- 
try with  the  same  border,  a  Grievances  of  the  People ,  was 
sold  at  the  American  Art  Association-Anderson  Galleries, 
New  York,  February  13,  1932  (no.  412,  illus.),  but  it  is 
only  10  feet,  8  inches  high  and  so  cannot  have  been  part  of 
the  same  set  as  42. 

Another  example  of  the  right  side  of  the  Two  Statues  is 
at  Eastnor  Castle  in  a  set  of  five  pieces,  owned  by  Major 
and  the  Honorable  Mrs.  Benjamin  Hervey-Bathurst;27  it 
shows  more  of  the  scene  on  the  left,  including  the  shield  on 
the  step  at  the  foot  of  the  statues. 

A  presumably  similar  piece  was  number  5  in  a  set  of 
twenty-one  tapestries  with  gold  thread  listed  in  de  La 
Planche's  1627  inventory  as  in  storage;  it  is  described  as 
"Arthemise  Pespee  au  coste."28  Another,  also  with  gold 
thread,  was  in  the  royal  inventory  of  1792  as  at  Fontaine- 
bleau  and  described  as  "la  Princesse,  avec  un  casque  a  la 
tete  et  un  coutelas  au  cote,  qui  suit  son  fils  qui  monte  au 
palais";  it  was  part  of  a  set  of  eight  mentioned  in  the  1663 
inventory  and  was  burned  in  1797.29 

The  left  side  of  the  design,  showing  the  two  statues,  is  in 
a  set  of  seven  in  the  Mobilier  National;  this  set  has  the 
marks  of  Philippe  Maecht,  who  went  to  England  in  1 619, 
and  of  Hans  Tayer,  who  succeeded  him  as  head  of  the 
"Gold  Workshop"  at  the  Saint-Marcel  manufactory.30 
This  Two  Statues  includes  the  round  shield  lying  on  a  step 
and  the  group  of  soldiers  above  it  that  are  not  visible  at  the 
left  side  of  42.  Other  versions  of  both  sides  are  at  Naworth 
Castle,  Cumbria,  owned  by  Lord  Carlisle.31  Statues  de 
bronze,  number  5  in  a  set  of  seven,  mentioned  as  on  the 
loom  in  the  1627  de  La  Planche  inventory,  presumably 
showed  the  left  side  of  the  design. 

Other  sets  include  two  more  of  seven  pieces  each  in  the 
Mobilier  National;32  six  pieces  from  one  set  and  two  from 
another  in  the  Minneapolis  Institute  of  Arts;33  two  pieces 
in  the  New  Orleans  Museum  of  Art  from  a  set  of  five  in  the 
Esther  Slater  Kerrigan  sale,  Parke-Bernet,  New  York,  Jan- 
uary 8—10, 1942  (nos.  429—33,  some  illus.);34  seven  pieces 
in  the  Bavarian  State  Collection,  the  Residenz,  Munich;35 
and  eight  in  the  Hildesheim  Cathedral.36  Seven  narrow 
pieces  with  the  arms  of  Savoy  are  known,  four  in  the 
Timken  Art  Gallery,  San  Diego,  two  owned  by  the  city  of 
Paris,  and  one  in  a  private  collection  in  1964;37  they  are 
from  a  set  acquired  by  Duke  Carlo  Emanuele  I  of  Savoy 
between  1 6 1 5  and  1 620  of  which  twelve  other  pieces  have 
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been  published.38  There  is  a  single  piece  in  the  Vatican,39 
two  in  the  Art  Institute  of  Chicago40  and  in  the  New  Or- 
leans Museum  of  Art,  and  one  in  the  Musee  des  Beaux- 
Arts,  Dijon.41  Others  have  appeared  in  sales  or  are  re- 
corded as  in  private  collections,  so  that  over  two  hundred 
tapestries  are  extant  of  the  forty-three  subjects  known  to 
have  been  woven.42 

The  stock  of  cartoons  seems  to  have  been  treated  as 
a  kind  of  quarry  or  store,  from  which  designs  could  be 
chosen  without  regard  for  meaning  or  composition;  42  is 
a  good  instance  of  this  indifference.  The  subjects  of  which 
the  most  examples  have  been  identified  are  the  Philoso- 
phers (from  the  funeral  procession)  and  the  Grievances  of 
the  People,  both  with  eight  recorded  tapestries  of  the  de- 
sign, in  whole  or  part,  and  the  Heralds  on  Horseback 
(from  the  calling  of  the  Estates),  with  seven. 

Nine  different  borders  are  known,  some  being  employed 
on  more  than  one  set.  That  used  for  42  and  the  comparable 
set  in  the  Mobilier  National,  but  with  variations  in  the 
medallions  on  the  sides,  is  also  found  on  a  late  sixteenth- 
century  Brussels  tapestry  of  Charlemagne  owned  by  a 
Munich  dealer  in  19  23 43  and  on  two  pieces  made  at 
Pastrana  in  Spain.44  It  seems  probable  that  the  design 
originated  in  Brussels. 


HISTORY 

Probably  in  the  E  . . .  sale,  Hotel  Drouot,  Paris,  June  18, 1909, 
no.  60,  described  as:  "La  reine  entouree  de  guerriers  portant 
des  depouilles  et  des  etendards;  fond  de  monuments.  Bordure 
a  Mascarons,  enroulements  et  feuilles  d'acanthe,  avec  car- 
touches a  figures  mythologiques.  Marque  de  Paris  et  marque 
d'atelier." 

Bequeathed  to  the  MMA  by  Lindo  J.  Johnson,  1975. 


PUBLICATIONS 

Fenaille.  Gobelins,  vol.  1,  p.  211.  Subject  of  piece  in  E  . .  .  sale 
identified;  the  figure  in  the  lower  border  medallion  is  called 
Neptune. 

MMA  Annual  Report  1975—1976,  p.  66.  Listed,  as  Artemisia 
and  Her  Son. 

Jarry,  Madeleine.  "Parisian  Workshops  of  the  Seventeenth 
Century."  In  Acts  of  the  Tapestry  Symposium,  November 
1976.  San  Francisco,  1979,  p.  175.  Mentioned. 
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dArthemise,"  Ph.D.  diss.,  Ruprecht-Karl-Universitat,  Heidelberg 
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phon. 

2.  De  Witt  T.  Starnes  and  Ernest  William  Talbert,  Classical  Myth  and 
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Estampes,  Ad.  105  Res.  (von  Haumeder,  Antoine  Caron,  p.  273). 

4.  Herodotus,  bk.  7,  chap.  99;  Karl  Julius  Beloch,  Griecbische 
Geschichte  (Berlin  and  Leipzig,  1923)  vol.  3,  pt.  2,  pp.  142-43. 

5.  Fenaille,  Gobelins,  vol.  1,  p.  in. 

6.  Vitruvius,  The  Ten  Books  on  Architecture,  trans.  Morris  Hickey 
Morgan  (19 14;  reprint,  New  York,  i960)  bk.  2,  chap.  8,  par.  15. 

7.  Von  Haumeder,  Antoine  Caron,  p.  262. 

8.  Jules  Guiffrey,  "Nicolas  Houel,  apothicaire  parisien,  fondateur  de 
la  Maison  de  la  Charite  chretienne  et  premier  auteur  de  la  tenture 
d'Artemise,"  Memoires  de  rHistoire  de  Paris  et  de  l'Ile-de-France 
25  (1898)  p.  185. 

9.  Von  Haumeder,  Antoine  Caron,  p.  138. 

10.  The  complete  dedication  is  given  in  von  Haumeder,  Antoine  Ca- 
ron, pp.  271-74.  In  the  prose  work,  Houel  wrote  that  he  had 
collected  "Cartons  en  peinture  de  blanc,  et  de  noir,  qui  sont  de  mon 
invention,  et  elaborez  de  la  main  des  mellieurs  ouvriers  du  monde: 
Avecq  lexpositions  d'un  sonnet  a  chacune  histoire. . .  Here  also 
he  says  that  the  ancient  emperors  and  monarchs  recorded  historical 
events  "en  tableaux,  en  medailles,  et  quelquefoys  en  riches  tapis- 
series,"  and  that,  from  the  drawings  he  was  presenting,  the  queen 
"pourrez  faire  voyr  de  riches  tapisseryes,  pour  Tornement  de  vos 
maisons  des  Tuilleries,  et  St.  Maur,  ou  vous  recepverez  aultant 
dhonneur,  que  de  contentement"  (von  Haumeder,  Antoine  Caron, 
pp.  204,207). 

1 1 .  Von  Haumeder,  Antoine  Caron,  p.  136. 

12.  Fenaille,  Gobelins,  vol.  1,  pp.  131  (no.  8),  133  (no.  10),  143  (no. 
20),  168  (no.  43).  To  these  must  be  added  a  tapestry  at  Eastnor 
Castle,  Herefordshire  (A.  F.  Kendrick,  "Tapestries  at  Eastnor — I," 
Burlington  Magazine  28  [191 5-16]  p.  24,  illus.);  it  shows  a  man 
with  a  baton  directing  two  young  men  with  ewers  in  front  of  a 
sixteenth-century  palace,  perhaps  Fontainebleau.  A  tapestry  of  the 
series  in  the  1792  French  royal  inventory,  burned  in  1797,  was 
described  as  "un  maitre  d'hotel  suivi  de  deux  ofrlciers  qui  portent 
chacun  un  vase"  (Fenaille,  Gobelins,  vol.  1,  p.  205);  this  would 
seem  to  be  the  same  design  as  the  Eastnor  piece.  Possibly  it  is  part  of 
the  Funeral  Banquet,  for  which  there  is  a  sonnet,  but  no  drawing  or 
tapestry,  or  an  addition  to  the  Feast  (Gobel,  Wandteppiche  II,  vol. 
1,  p.  62).  Another  tapestry  with  no  drawing  or  sonnet  is  in  the 
Royal  Palace,  Turin  (Umberto  Chierici,  Torino,  il  Palazzo  Reale 
[Turin,  1969]  pi.  44);  it  shows  soldiers  carrying  trophies,  one  with 
a  dolphin,  and  is  part  of  the  funeral  procession.  It  is  from  the  set 
acquired  by  Duke  Carlo  Emanuele  I  of  Savoy. 

13.  Fenaille,  Gobelins,  vol.  1,  pp.  1 14-19. 
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14.  L'Ecole  de  Fontainebleau,  exh.  cat.,  Grand  Palais  (Paris,  1972) 
nos.  36, 41, 467—81;  von  Haumeder,  Antoine  Caron,  p.  134,  gives 
forty-three  drawings  to  him. 

15.  Sylvie  Beguin,  "La  suite  d'Artemise,"  L'Oeil,  no.  38  (February 
I95%)  PP*  3 5—36;  von  Haumeder,  Antoine  Caron,  pp.  134—36, 
distinguishes  nine  hands  besides  Caron. 

16.  Ecole  de  Fontainebleau,  no.  127  (mentioning  seven  drawings),  p. 
357  (mentioning  six  drawings);  von  Haumeder,  Antoine  Caron,  p. 
136  (listing  five  drawings). 

17.  Andre  Felibien,  Entretiens  sur  les  Vies  et  sur  les  Ouvrages  des  plus 
escellens  Peintres  anciens  et  modernes  (first  published  1666-85; 
London,  1705)  p.  254;  Chefs-d'oeuvre  de  la  tapisserie  parisienne 
1597— 1662,  exh.  cat.,  Orangerie  de  Versailles  (Versailles,  1967)  p. 
21. 

18.  Fenaille,  Gobelins,  vol.  1,  p.  1 10.  In  the  royal  inventory  of  1663,  all 
the  sets  with  gold  are  called  "dessein  de  Lerambert,"  all  those 
without,  "dessein  de  Caron"  (Fenaille,  Gobelins,  vol.  1,  p.  200). 

19.  Jean  Ehrmann,  "Quatre  pieces  notariales  sur  Antoine  Caron  et  sur 
les  tapisseries  de  la  suite  d'Artemise,"  Bulletin  de  la  Societe  de 
lfHistoire  de  I'Art  Francais,  1968  (1970)  pp.  2,  3,  6. 

20.  Fenaille,  Gobelins,vo\.  i,pp.  171—82. 

21.  Von  Haumeder,  Antoine  Caron,  p.  134. 

22.  Chefs-d'oeuvre  de  la  tapisserie  parisienne,  p.  16. 

23.  Ecole  de  Fontainebleau,  pp.  357,  3  59. 

24.  Fenaille,  Gobelins,  vol.  i,p.  200. 

25.  Chefs-d'oeuvre  de  la  tapisserie  parisienne,  no.  8,  illus. 

26.  Mobilier  National  inv.  nos.  13. 1—6.  Fenaille,  Gobelins,  vol.  1,  p. 
209,  pi.  facing  p.  160  (Coronation)-,  Chefs-d'oeuvre  de  la  tapisserie 
parisienne,  nos.  7,  8,  9,  illus.  (Grievances  of  the  People,  with 
different  figures  in  the  horizontal  border  medallions,  Heralds  on 
Horseback,  and  the  Presentation  of  the  Book  and  the  Sword) ; 
Madeleine  Jarry,  "Tapisseries  inedites  de  la  tenture  d'Artemise," 
L'Oeil,  no.  220  (November  1973)  p.  6,  fig.  2  (The  Queen's  Repre- 
sentatives [les  Placets],  left  side  only). 

27.  Alistair  Rowan,  "Eastnor  Castle,  Herefordshire — III:  The  Home 
of  Mr.  and  the  Hon.  Mrs.  B.  A.  F.  Hervey-Bathurst,"  Country  Life 
143  (March  21, 1968)  p.  671,  fig.  8  (seen  on  wall  of  library). 

28.  Fenaille,  Gobelins,  vol.  1,  p.  200. 

29.  Fenaille,  Gobelins,  vol.  1,  p.  203. 


30.  Mobilier  National  inv.  nos.  1946. 1—7  (previously  numbered  1399. 
1—7).  Fenaille,  Gobelins,  vol.  1,  p.  205. 

31.  Leonard  Willoughby,  "Some  Famous  English  Halls,"  Connoisseur 
28  (19 10)  p.  246  (both  pieces  seen  on  wall  of  hall  at  Naworth 
Castle). 

32.  Mobilier  National  inv.  nos.  n.  1-7  and  12. 1-7.  Fenaille,  Gobe- 
lins, vol.  1,  pp.  205,  207. 

33.  Given  to  Cardinal  Francesco  Barberini  by  Louis  XIII  in  1625 
("Artemisia  Tapestries  from  the  Barberini-Ffoulke  Collection  Ac- 
quired by  Art  Institute,"  Bulletin  of  the  Minneapolis  Institute  of 
Arts  37  [1948]  pp.  118-32). 

34.  Fenaille,  Gobelins,  vol.  1,  p.  21 1,  as  sold  by  Muller  in  Amsterdam, 
1 9 10;  Gobel,  Wandteppiche  II,  vol.  1,  p.  67.  Said  to  be  from  the 
same  set  as  the  pieces  at  Eastnor  Castle. 

35.  Gobel,  Wandteppiche  II,  vol.  1,  p.  67;  vol.  2,  pi.  34. 

36.  V.  Curt  Habich,  "Die  Gobelins  im  Rittersaale  des  Domes  zu  Hildes- 
heim,"  Monatshefte  fur  Kunstwissenschaft  10  (1917)  pp.  275-80, 
all  illus. 

37.  Jean  Ehrmann,  "Antoine  Caron:  tapisserie  et  tableau  inedits  dans 
la  serie  de  la  reine  Artemise,"  Bulletin  de  la  Societe  de  VHistoire  de 
I'Art  Francais,  1964  (1965)  p.  28,  illus. 

38.  Mercedes  Viale  and  Vittorio  Viale,  Arazzi  e  tappeti  antichi  (Turin, 
1952)  pp.  93—97,  pis.  82—84.  The  Captain  on  Horseback  of  this  set 
is  in  the  National  Museum  of  Fine  Arts,  Buenos  Aires. 

39.  Gobel,  Wandteppiche  II,  vol.  2,  pi.  35. 

40.  Jarry,  "Tapisseries  inedites,"  fig.  3, 4. 

41.  Pierre  Quarre,  "Musee  des  Beaux- Arts  de  Dijon,  nouvelles  acquisi- 
tions," Revue  du  Louvre,  1964,  p.  250,  fig.  3. 

42.  Gobel,  Wandteppiche  II,  vol.  1,  p.  65. 

43.  Gobel,  Wandteppiche  I,  vol.  1,  p.  443;  vol.  2,  pi.  82. 

44.  "La  Chronique  des  arts,"  supplement  to  Gazette  des  Beaux-Arts, 
6th  ser.,  79  (February  1972)  p.  53,  no.  181;  Mercedes  Ferrero 
Viale,  "Quelques  nouvelles  donnes  sur  les  tapisseries  de  l'Isola 
Bella,"  Bulletin  des  Musees  Royaux  d'Art  et  d'Histoire,  6th  ser.,  45 
(1973 )  p.  1 1 1,  fig.  1 6.  The  Pastrana  piece  with  the  arms  of  Cardinal 
Diego  de  Guzman  in  the  Cinquantenaire  museum,  Brussels,  is 
signed  by  the  Flemish  weaver  Francisco  Tons  and  dated  1622  (Guy 
Delmarcel,  Tapisseries:  2.  Renaissance  et  Manierisme,  Guide  du 
visiteur,  Musees  Royaux  d'Art  et  d'Histoire  [Brussels,  1979]  pp. 
11,12). 
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43  The  Combat  of  Manricardo  and  Zerbino 


From  a  set  illustrating  Ariosto's  Orlando  Furioso 


French  (Paris);  designed  and  woven  about  1630-50,  probably 
in  the  manufactory  of  Raphael  de  La  Planche  (fl.  1629- 
1 661)  in  the  Faubourg  Saint-Germain-des-Pres,  rue  de  la 
Chaise. 

Wool  and  silk. 

9  ft.  11  in.  x  12  ft.  9  in.  (3.02  m  x  3.89  m). 
16-18  warps  per  inch,  6-7  per  centimeter. 
Gift  of  Estate  of  Mrs.  A.  Exton,  1970  (1970.316). 


DESCRIPTION 

Manricardo  wears  a  yellow  crown  over  his  blue,  yellow, 
and  brown  helmet  with  brown,  pale  tan,  and  pale  dull  red 
plumes.  He  has  blue  armor  ornamented  in  dull  yellow  and 
brown,  a  yellow-brown  scarf,  and  a  tan  skirt.  The  inside 
of  his  shield  is  dark  blue,  with  a  dull  red  handgrip.  His  leg 
coverings  are  blue  and  his  boot  brown  with  a  yellow  spur. 
He  holds  Orlando's  sword,  Durindana,  which  is  blue  and 
brown  with  a  yellow  and  red-brown  hilt.  He  is  mounted 
on  a  dark  brown  and  gray  horse  with  a  pale  yellow  mane; 
its  harness  is  gray,  pale  yellow,  pale  pink,  and  blue,  with  a 
brown  and  yellow  stirrup.  Its  shoes  are  blue.  Zerbino  is  in 
blue  and  yellow-brown  armor,  with  pale  yellow  and  red 
plumes  on  his  helmet,  a  yellow-gray  scarf  with  a  red  and 
yellow  fringe,  and  a  blue  stirrup;  he  rides  a  dark  brown 
and  gray  horse,  which  foams  at  the  mouth.  Doralice 
grasps  its  blue  bridle.  She  is  wearing  a  dull  pale  yellow  and 
brown  dress  over  dull  blue  sleeves,  a  pale  blue-green  petti- 
coat with  dull  red  stripes  at  the  hem,  and  red-brown  slip- 
pers. On  the  right  is  Fiordiligi;  she  wears  a  yellow-brown 
scarf  with  blue  stripes  tied  into  her  hair,  a  pale  yellow  and 
gray  bodice,  a  dull  pale  red  and  yellow  skirt  and  petticoat, 
and  gray  slippers  with  blue  bows.  She  holds  Orlando's 
brown  horse,  Brigliadoro,  by  its  blue  and  gray  reins.  On 
the  pine  tree  in  the  background  is  hung  Orlando's  armor, 
a  blue  gauntlet,  a  blue  helmet  lined  with  brown  and  dull 
red,  topped  with  a  dragon  and  ornamented  with  pale  yel- 
low, brown,  and  dull  red  plumes,  blue  and  yellow  body 
armor  with  a  yellow  scarf  over  the  breastplate,  the  skirt 
trimmed  with  yellow  and  dull  red,  and  a  blue  and  dull 
yellow  shield.  A  large  tree  with  a  dark  brown  and  green 
trunk  and  green,  brown,  and  pale  yellow  leaves  is  seen  on 


the  left,  and  a  grove  in  the  same  colors  on  the  right.  The 
sky  is  dark  blue-gray,  with  gray  and  pale  yellow  clouds. 
Trees  and  fields  are  seen  in  the  distance,  with  a  small 
house,  in  shades  of  pale  yellow  and  green.  There  are  dark 
green,  brown,  and  pale  yellow  plants  in  the  foreground, 
one  a  rosebush  with  dark  dull  red  flowers.  There  is  a  small 
dark  brown  dog  with  a  pale  yellow  chest  and  a  dark  blue 
and  red  collar  near  Fiordiligi.  The  foreground  is  in  shades 
of  brown,  gray,  green,  and  pale  yellow. 

The  inner  border  is  three  dimensional,  as  if  lit  from  the 
upper  left.  It  has  dark  brown  or  gray,  red-brown,  and  dull 
blue  stripes,  with  a  decorated  band  in  dull  dark  yellow, 
brown,  and  blue-gray.  The  main  border  has  a  dark  brown 
ground,  with  medallions  showing  trees  in  landscapes  in 
shades  of  green,  gray,  and  pale  yellow  in  the  center  of  each 
side.  The  corners  have  bunches  of  green  leaves  and  dull 
yellow,  red,  and  gray  flowers.  These  and  the  landscapes 
are  framed  by  three-dimensional  pale  blue,  gray,  dull  pale 
yellow,  and  dull  red  scrolls.  The  scrolls  are  tied  to  swags  of 
dull  red,  green,  yellow,  and  blue  leaves  and  flowers,  with 
dull  pale  yellow  ribbons,  in  the  horizontal  borders  and 
support  bunches  of  similar  flowers  in  the  vertical  borders. 
The  guards,  preserved  only  on  the  sides,  are  dark  blue. 

CONDITION 

There  are  a  few  small  areas  of  repair,  especially  in  the 
borders. 

SUBJECT 

The  incident  is  described  in  canto  24  of  Orlando  Furi- 
oso. Orlando,  driven  mad  because  Angelica  was  false  to 
him,  threw  away  his  arms  and  armor.  These  were  found 
by  Zerbino,  son  of  the  king  of  Scotland,  traveling  with  his 
love,  Isabella;  he  hung  them  on  a  pine  tree.  Manricardo, 
King  of  Tartary,  with  his  love,  Doralice,  came  upon  them 
and  took  the  sword.  Meanwhile  Fiordiligi,  looking  for  her 
lover,  Brandimart,  arrived  and  recognized  Orlando's  ar- 
mor and  his  horse,  Brigliadoro.  Zerbino,  enfuriated  by 
Manricardo's  appropriation  of  the  sword,  attacked  him, 
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but  got  the  worse  of  the  battle  until  Isabella  begged  Dora- 
lice  to  stop  the  fighting. 

SOURCE  OF  THE  DESIGN 

No  related  paintings,  drawings,  or  prints  have  been  lo- 
cated. Claude  Vignon  (i  593—1670)  has  been  suggested  as 
the  possible  designer.1  Tapestries  from  a  set  illustrating 
Ariane  by  Jean  Desmarets  de  Saint-Sorlin  are  known;2 
they  are  copied  from  the  plates  engraved  by  Abraham 
Bosse  after  Vignon  for  the  1639  edition  of  the  book.3  They 
are  certainly  from  the  same  manufactory  as  43  and 
the  designs  for  the  Orlando  Furioso  series  could  be  by 
the  same  hand.  A  painting  of  165 1  by  Vignon,  formerly  in 
the  Chateau  of  Thorigny-sur-Vire,  showing  a  thirteenth- 
century  battle  between  Bretons  and  Turks,  includes  a 
knight  in  medieval  armor  very  similar  to  Manricardo  in 
4 3. 4  A  horse  in  one  of  the  illustrations  engraved  by  Bosse 
in  1656  for  the  Pucelle  d3  Orleans  by  Jean  Chapelain  is  like 
the  one  ridden  by  Zerbino  in  43 ;  these  prints  were  copied 
in  tapestry  at  Aubusson.5  Vignon  is  not  known  to  have 
illustrated  Ariosto,  though  a  Tasso  subject  appears  in  the 
inventory  of  his  possessions  made  after  the  death  of  his 
first  wife  in  164  3. 6 

The  designer  took  some  care  to  represent  the  armor 
suitably.  Orlando's  helmet  is  classical,  but  his  body  armor 
is  of  late  fifteenth-century  type.  Manricardo  wears  what  is 
basically  seventeenth-century  armor,  though  his  helmet  is 
a  combination  of  classical  and  sixteenth-century  ele- 
ments. Zerbino's  armor  is  more  uniformly  characteristic 
of  the  late  sixteenth  century,  including  the  design  on  the 
arm  covering.7 


WEAVER  AND  DATE 

Paris  as  the  place  of  manufacture  and  a  date  in  the 
second  quarter  of  the  seventeenth  century  are  indicated  by 
the  style  of  the  central  subject  and  the  border.  An  almost 
identical  tapestry  formerly  in  a  Swiss  collection  has  the 
Paris  mark  and  a  weaver's  initial  B;  this  has  been  inter- 
preted as  the  initial  of  Pierre  Brimard,8  who  was  a  master 
weaver  with  nine  looms  at  the  Saint-Marcel  manufactory 
(later  to  become  the  Gobelins)  in  1627,  when  the  enter- 
prise was  still  under  the  joint  control  of  Marc  de  Comans 
and  Raphael  de  La  Planche.9  But  the  resemblance  between 
the  Orlando  Furioso  tapestries  and  the  Ariane  series, 


which  is  after  1639,  suggests  that  the  former  were  also 
woven  after  the  partners  separated  in  1633.  In  the  1661 
inventory  of  Raphael  de  La  Planche,  four  cartoons  in  tem- 
pera on  paper  of  the  Histoire  de  Roland  are  mentioned; 
these  were  in  the  rival  workshop  in  the  rue  de  la  Chaise  of 
the  Faubourg  Saint-Germain.10  Here  also  there  were 
weavers  whose  names  began  with  B,  viz.  Nicolas  Andre 
and  Giles  Beaufaict,  mentioned  in  1635  and  1640;  Jean 
Boulanger,  an  apprentice  in  1644;  Henry  Boucher,  a 
Flemish  weaver,  and  his  son  Martin,  the  latter  an  appren- 
tice in  1 64  5. 11 

A  tragicomedy,  Roland  Furieux,  by  Jean  Mairet,  was 
published  in  1640,  having  been  performed  in  163 5. 12 

RELATED  TAPESTRIES 

The  almost  identical  tapestry  in  a  Swiss  collection  in 
1946  differs  only  in  that  it  is  somewhat  higher,  shows 
varied  trees  in  the  border  medallions,  and  has  all  its  origi- 
nal guards.  A  piece  from  the  same  set  showing  the  Mad- 
ness of  Roland  was  in  the  same  collection,13  and  a  tapestry 
of  the  Flight  of  Angelica ,  with  a  different  border,  but  ap- 
parently from  the  same  series,  was  in  the  Lou  Kiani  collec- 
tion, Beaulieu-sur-Mer.14  The  series  was  probably  woven 
at  least  three  times. 

PUBLICATIONS 

MMA  Annual  Report  1970-1971,  p.  23 .  Listed  as  Scene  from  a 

Romance,  about  1627. 
MMA  Notable  Acquisitions  1965-1975.  New  York,  1975,  p. 

265,  illus. 


NOTES 

1.  Juliette  Niclausse,  "Notes  sur  quelques  tapisseries  franchises  con- 
serves en  Suisse,"  Hyphe  1  {1946)  p.  226.  This  opinion  is  shared 
by  Paola  Pacht  Bassani,  who  has  written  (in  a  private  communica- 
tion) that  the  tapestries  have  'Tatmosphere  tres  precieuse,  qui 
s'adapte  parfaitement  a  Vignon." 

2.  Fenaille,  Gobelins,  vol.  1,  p.  367,  illus.;  Gobel,  Wanteppiche  II, 
vol.  2,  pi.  65  (dated  c.  1645);  Madeleine  Jarry,  "A  Note  on  Two 
Series  of  Tapestries  Woven  in  Parisian  Workshops  in  the  Seven- 
teenth Century,"  Burlington  Magazine  112  (1970)  p.  813,  figs.  36, 
37.  One  has  the  DP  monogram  of  de  La  Planche. 

3 .  Roger- Armand  Weigert,  Inventaire  du  fonds  franqais:  Graveurs  du 
XVIIe  siecle,  Bibliotheque  Nationale,  Departement  des  Estampes 
(Paris,  1939)  vol.  i,p.  505. 

4.  Claude  Gregoire-Bernard,  "Les  Vignons  et  la  Galerie  de  Thorigny- 
sur-Vire,"  Gazette  des  Beaux-Arts,  6th  ser.,  56  (i960)  p.  64,  fig.  7. 

5.  Gobel,  Wandteppicbe  II,  vol.  1,  p.  250. 
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6.  Georges  Wildenstein,  "Deux  inventaires  de  l'atelier  de  Claude  Vi- 
gnon,"  Gazette  des  Beaux-Arts,  6th  ser.,  49  (1957)  p.  190.  Though 
listed  among  the  paintings  by  Vignon,  it  is  described  as  a  copy. 

7.  Information  from  Dr.  Helmut  Nickel. 

8.  Niclausse,  "Notes,"  pp.  223,  224,  226,  illus.;  Gobel,  Wandtep- 
piche  II,  vol.  1,  p.  2  of  reproductions  of  weavers'  marks. 

9.  Fenaille,  Gobelins,  vol.  1,  p.  47. 


10.  Fenaille,  Gobelins,  vol.  1,  p.  61. 

11.  Fenaille,  Gobelins,  vol.  1,  p.  21,  n.  1. 

12.  Alexandre  Cioranescu,  L  Arioste  en  France  des  origines  a  la  fin  du 
XVIIF siecle  (Paris,  1939)  vol.  1,  p.  339. 

13.  Niclausse,  "Notes,"  p.  223,  illus.  p.  224. 

14.  Sold,  1933.  Cioranescu,  V Arioste,  vol.  1,  pi.  6. 
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44  Diana  and  Her  Nymphs 

From  a  set  of  four  or  more 
(probably  six)  mythological  scenes 


French  (Paris);  designed  by  Laurent  de  La  Hire  (1606— 1656), 
1 644,  and  woven  probably  in  the  workshop  of  Hippolyte  de 
Comans  (fl.  1651-1665)  in  the  Faubourg  Saint-Marcel,  be- 
fore 1662. 

Wool,  silk,  and  silver-gilt  thread. 

11  ft.  4  in.  x  18  ft.  1  in,  (3.45  m  x  5.51  m). 

22—23  warps  per  inch,  8-9  per  centimeter. 

Rogers  Fund,  1920  (20.44.3). 


DESCRIPTION 

Diana,  nude  except  for  loose  blue  and  dull  yellow  drap- 
eries, with  much  metal  thread,  is  seated  on  a  yellow-gray 
rock  with  her  left  foot  in  the  blue  water.  A  nude  nymph 
standing  in  the  water  supports  Diana's  dripping  right  foot 
and  another,  behind,  raises  a  pale  yellow  cloth.  To  the 
right,  a  black,  brown,  gray,  and  tan  dog  sits  on  a  pile  of 
red,  blue,  gray,  and  brown  draperies,  with  a  dull  yellow 
quiver  half-hidden  under  them,  and  the  bodies  of  three 
brown  and  gray  ducks  with  blue  heads  and  a  brown  hare 
alongside.  Two  nymphs  are  seen  in  the  background,  a 
standing  one  in  pale  yellow  and  pale  dull  red  carrying  a 
stick  with  an  animal  body  slung  from  it,  and  a  seated  one 
in  pale  yellow  and  pink  holding  a  bow.  On  the  left,  on  the 
other  side  of  the  water,  are  two  seated  nymphs,  one  nude, 
the  other  dressed  in  blue  and  pale  yellow;  a  third,  reclin- 
ing, wears  dull  pale  yellow.  Behind  on  the  right  is  a  ruined 
temple  in  shades  of  gray,  pale  yellow,  and  brown,  with 
much  pale  yellow  and  dull  green  foliage,  and  the  brown 
and  gray  trunks  of  two  tall  trees.  The  sky  is  yellow-gray  in 
the  center,  pale  brown  at  the  right  behind  the  temple,  with 
a  wide  landscape  of  trees  and  meadows  in  pale  tones  of 
gray,  yellow,  and  green  below  it.  Three  nymphs  and  a  dog 
are  visible  in  the  distance.  The  water  is  fringed  with  green 
and  yellow  rushes  and  falls  over  a  ledge  in  the  foreground 
amid  large  brown  and  gray  rocks.  A  pale  brown  and  gray 
tree  trunk  with  a  green  vine  is  seen  on  the  far  right  and  a 
brown  stump  on  the  far  left.  The  forest  above  the  latter  is 
in  shades  of  yellow,  green,  and  brown. 

The  inner  border  has  a  pale  yellow-gray  ground  and  is 
filled  with  flowers  and  leaves  in  green,  red,  pink,  yellow, 


V 


and  blue,  framed  by  a  brown  and  gray  band.  The  main 
border  has  four  corner  medallions,  encircled  by  floral 
wreaths  in  red,  blue,  yellow,  and  green  which  cast  heavy 
shadows,  mainly  very  dark  blue,  to  the  right.  The  centers 
of  the  medallions  are  yellow-blue  and  show  a  phoenix 
(upper  left),  bird  of  paradise  (upper  right),  dolphin  (lower 
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left),  and  lion  (lower  right)  in  yellow  and  gray  grisaille. 
The  ground  of  the  main  borders  is  pale  blue;  the  figures  in 
red-brown  and  dull  yellow  are  partly  outlined  in  dark 
blue,  as  if  they  were  sculptured  reliefs,  lit  from  the  upper 
left. 

The  horizontal  borders  have  central  cartouches  with 


yellow  grounds;  the  figures  in  them  are  blue  and  yellow, 
with  the  shadow  lines  in  pale  red-brown.  The  upper  one 
shows  Venus  and  Cupid,  the  lower,  a  flying  winged  male 
figure  with  a  sickle,  presumbably  Saturn.  On  the  left  in  the 
upper  border  is  Apollo  in  his  chariot,  receiving  a  whip 
from  Jupiter  astride  an  eagle;  the  chariot  is  preceded  by  a 
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fig.  25.  Diana  and  Her  Nymphs,  by  Laurent  de  La  Hire.  Oil  on 
canvas.  J.  Paul  Getty  Museum,  Malibu,  California 
(71.PA.41). 

flying  putto  and  a  woman  pouring  water  from  a  jar.  Be- 
hind Jupiter  are  two  winged  figures.  To  the  right  of  the 
central  cartouche  is  Juno  in  a  chariot  drawn  by  peacocks, 
accompanied  by  a  flying  putto.  Two  winged  women  and 
another  putto  precede  her,  and  she  is  followed  by  a  putto 
and  a  kneeling  woman  pouring  water  from  a  jar.  Clouds 
form  a  base  to  all  the  groups.  On  the  lower  border,  to  the 
left,  Venus  and  Cupid  are  seated  on  a  shell,  with  a  sea-god 
behind  it,  drawn  by  two  dolphins.  A  putto  holds  the  reins. 
A  figure  rising  from  the  water  blowing  a  conch  follows 


them  and  a  group  of  two  figures  and  two  putti  precedes 
them,  with  a  flying  putto  above.  On  the  right  of  the  car- 
touche is  Bacchus  in  a  chariot  drawn  by  two  leopards;  one 
putto  rides  a  leopard,  another  tugs  at  the  reins.  The 
drunken  Bacchus  is  supported  by  a  satyr  behind  the  char- 
iot and  is  followed  by  a  small  faun  carrying  a  log  and  a 
man  with  swirling  drapery.  In  front  of  the  chariot  is  a  man 
kneeling  at  an  altar,  with  a  large  vessel  in  front  of  him;  on 
the  left  of  the  altar  are  three  small  figures  w  ith  a  goat. 

The  side  borders  have  each  a  central  cartouche  like 
those  in  the  horizontal  borders,  showing,  on  the  left,  Ceres 
with  a  sickle  and,  on  the  right,  Bacchus  with  a  goat.  Two 
smaller  cartouches  in  curved  gray  frames  on  each  side 
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contain  a  ram  (March)  and  a  crab  (June)  on  the  left  and  a 
pair  of  scales  (September)  and  a  goat  (December)  on  the 
right.  The  spaces  between  the  cartouches  are  filled  with 
groups  of  figures,  all  different.  Those  on  the  left  are  two 
putti  decorating  a  herm,  three  worshiping  Cupid,  two 
with  a  sheaf  of  grain,  and  three  with  drapery  and  ribbons; 
on  the  right  are  two  putti  holding  the  drunken  Bacchus, 
two  pouring  liquid  into  jars,  two  with  a  pair  of  dogs,  and 
two  beside  a  flaming  altar.  The  guards  are  replacements. 

Metal  thread  is  very  sparingly  used,  except  on  Diana's 
drapery  and  the  cloths  under  the  dog. 


The  painting  for  Narcissus  was  sold  at  Christie's,  Lon- 
don, July  19, 1929  (no.  1 11,  illus.,  attributed  to  R.  Lefevre). 
That  for  the  Rape  of  Europa,  signed  and  dated  1644,  is  in 
the  Museum  of  Fine  Arts,  Houston;2  a  preliminary  draw- 
ing, with  a  considerably  different  composition,  is  in  the 
Staatliche  Graphische  Sammlung,  Munich.  A  drawing  for 
Cephalus  and  Procris,  very  close  to  the  tapestry,  is  in  the 
Metropolitan  Museum.  A  drawing  for  Atalanta  and 
Meleager  has  been  reported.3  The  painting  for  Glaucus 
and  Scylla  is  in  the  J.  Paul  Getty  Museum,  Malibu.4 


CONDITION 

The  colors,  except  for  the  blues  and  blacks,  are  consid- 
erably faded.  The  silk  sections  are  largely  repaired,  espe- 
cially in  the  sky,  the  landscape,  the  robes,  the  dog,  and  the 
foreground  rocks.  There  are  many  other  small  areas  of 
repair  throughout  and  some  bare  warps  in  dark  passages, 
such  as  tree  trunks  and  rocks. 


SUBJECT 

The  five  other  known  subjects  of  the  tapestries  of  the 
series  do  not  appear  to  have  a  program.  No  specific  event 
in  the  story  of  Diana  is  seen  in  44.  The  other  tapestries 
show  Narcissus  admiring  his  reflection  in  a  pool,  Mele- 
ager conversing  with  Atalanta,  Cephalus  receiving  the 
spear  and  hound  from  Procris,  Europa  mounting  the  bull, 
and  Glaucus  conversing  with  Scylla  before  her  metamor- 
phosis. 

The  signs  of  the  zodiac  on  the  side  borders  refer  to  the 
four  seasons.  The  medallion  figures  and  the  classical  pro- 
cessions probably  represent  the  elements,  namely,  the 
phoenix  and  Apollo  for  fire,  the  bird  of  paradise  and  Juno 
for  air,  the  dolphin  and  Venus  for  water,  and  the  lion  and 
Bacchus  for  earth. 


SOURCE  OF  THE  DESIGN 

The  painting  by  La  Hire  from  which  the  design  is  taken 
is  in  the  J.  Paul  Getty  Museum,  Malibu,  California  (fig. 
25).  It  is  narrower  and  higher,  not  extending  beyond  the 
column  on  the  right,  but  showing  more  of  the  ruined  tem- 
ple and  of  the  trees  and  sky  above.  It  is  signed  and  dated 
1644.1 


WEAVER  AND  DATE 

The  initials  HC  found  on  two  tapestries  of  the  series  can 
be  assumed  to  be  those  of  Hippolyte  de  Comans.  The  CC 
of  the  Narcissus  formerly  in  the  Fenaille  collection  has 
been  assumed  to  stand  for  Charles  Comans,  his  brother.5 
But  Charles  died  in  1634  and,  as  two  paintings  for  the 
series  are  dated  1644,  xt  seems  impossible  that  he  could 
have  woven  any  tapestries  of  the  series.  It  is  unlikely  that 
any  pieces  of  the  series  were  woven  after  the  establishment 
of  the  Gobelins  in  1662. 


RELATED  TAPESTRIES 

A  Glaucus  and  Scylla  from  the  same  set  as  44  was  in  the 
David  Benguiat  sale,  American  Art  Association,  New 
York,  April  11, 1924  (no.  456,  illus.),  and  in  the  V.  and  L. 
Benguiat  sale  at  the  American  Art  Association— Anderson 
Galleries,  November  30,  1929  (no.  49,  illus.);6  as  it  is 
narrower,  the  horizontal  borders  omit  some  of  the  figures 
in  the  processions.  A  Rape  of  Europa  and  an  Atalanta  and 
Meleager  with  the  same  borders  are  in  the  collection  of  the 
prince  de  Merode,  Chateau  de  Rixensart,  Belgium.7 

Nine  different  borders  have  been  identified,  indicating 
at  least  as  many  sets.  The  six  tapestries,  "fabrique  de  Paris, 
manufacture  des  Gobelins,  representant  partie  des  Amours 
des  Dieux,  dessin  de  la  Hyre,"  owned  by  Louis  XIV,8  were 
probably  a  set  of  this  series;  the  description  of  the  borders 
does  not  correspond  with  those  of  any  of  the  identified 
pieces.  All  the  subjects  except  Cephalus  and  Procris  are 
included  in  the  set  owned  by  the  comte  de  La  Panouse, 
Chateau  de  Thoiry;  the  Rape  of  Europa  and  Diana  and 
Her  Nymphs  have  the  mark  of  Hippolyte  de  Comans.  The 
latter  is  wider  than  44,  showing  red  drapery  hung  on  the 
trees  on  the  right,  with  a  bow  and  dead  game  below.  Two 
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entrefenetres,  of  which  only  one  is  now  extant,  have  been 
listed  as  part  of  this  set,  but  probably  do  not  belong  to  it.9 
A  set  of  five  pieces  in  the  Mobilier  National  (formerly  in 
the  Brosselin  collection,  sold,  Hotel  Drouot,  Paris,  March 
14,  1944,  no.  67,  three  illus.)  includes  all  the  subjects 
except  Diana  and  Her  Nymphs;10  this  subject  in  this  set  is 
probably  the  piece  sold  at  the  Hotel  Drouot,  Paris,  March 
31,  1950  (no.  134,  illus.),  now  in  a  private  collection  in 
Paris.11  It  is  shorter  than  44,  showing  less  sky,  but  is  ex- 
tended on  the  right,  with  the  drapery  hanging  over  the 
trees.  Three  pieces  from  another  set,  Diana  and  Her 
Nymphs,  Narcissus  (both  with  the  initials  HC),  and  Glau- 
cus  and  Scylla,  were  sold  at  the  Hotel  Drouot,  April  6, 
1908  (nos.  71-73,  no.  71  illus.);  Diana  wears  an  orna- 
mented vest  and  the  nymphs  are  much  more  draped. 
Three  pieces,  the  Rape  ofEuropa,  Glaucus  and  Scylla,  and 
Diana,  were  sold  at  the  Hotel  Drouot,  June  15, 1964  (no. 
157,  illus.);  the  compositions  are  considerably  altered, 
especially  the  Diana,  which  has  been  transformed  into  a 
narrow  upright,  with  two  nymphs  only,  both  tending 
Diana,  a  cupid  behind  her,  and  a  satyr  and  a  seated  dog  on 
the  far  left. 

A  single  piece  of  Diana  was  in  the  Simon  Rosenau  sale, 
Hotel  Drouot,  May  15— 17, 1922  (no.  399,  illus.),  and  was 
sold  again  at  Parke-Bernet,  New  York,  April  11,12, 1947 
(no.  433,  illus.).  It  is  probably  identical  with  an  example 
owned  by  the  dealer  Schutz  in  1902; 12  the  group  of 
nymphs  on  the  left  is  omitted. 

Other  examples  of  Narcissus  are  in  the  Palazzo  Ducale, 
Mantua,  and  a  private  collection  in  Paris;  the  latter,  for- 
merly owned  by  Maurice  Fenaille,  has  the  initials  CC. 
Cephalus  and  Procris  is  also  in  the  Palazzo  Ducale,  Man- 
tua. An  Atalanta  and  Meleager,  with  a  red  curtain  in  the 
upper  right  corner,  was  in  the  Fannie  Brown  sale,  Parke- 
Bernet,  April  21, 1962  (no.  179,  illus.),  and  another  in  the 
Viscount  Leverhulme  sale,  Anderson  Galleries,  New  York, 
February  9-13,  1926  (no.  378,  illus.).  Another,  rather 
crude,  version  of  Glaucus  and  Scylla  was  in  the  David 
Benguiat  sale,  American  Art  Association,  New  York,  April 
10—12,  1924  (no.  244,  illus.);  another  example  of  this 
with  a  different  border  was  in  the  Amberley  Castle  sale, 
Sotheby's,  September  30, 198 1  (no.  81,  illus.). 

HISTORY 
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FRANCE 


The  Gobelins 

Louis  xiv's  great  minister,  Colbert,  established  the  Gobelins  manufactory  in  Paris  in  1662,  and 
the  tapestries  produced  in  its  early  years  were  almost  all  designed  by  Colbert's  protege,  Charles  Le 
Brun.  Two  portieres  after  this  artist  formerly  owned  by  the  Metropolitan  Museum  were  stolen  in 
1982  and  are  not  included  in  this  catalogue. 

When  Colbert  fell  from  favor,  the  Gobelins  manufactory  had  to  find  other  tapestry  designs.  The 
two  panels  of  the  Mythological  Subjects  after  Raphael  (45)  and  four  from  a  similar  set  after  Giulio 
Romano  (46)  date  from  this  period,  the  late  seventeenth  century;  the  compositions  are  derived  from 
drawings  owned  by  Louis  XIV,  then  thought  to  be  by  Raphael  and  Giulio  Romano,  and  the 
cartoons  were  painted  by  Francois  Bonnemer,  Pierre  de  Seve  the  Younger,  Pierre  Antoine  Houasse, 
Bon  Boulogne,  Charles  Francois  Poerson,  and  Pierre  Monier.  The  workshop  heads  were  Jean 
Lefebvre  the  Elder  and  Jean  Jans  the  Younger.  Another  expedient  was  to  copy  old  tapestries;  the  two 
from  a  set  of  twelve  of  the  Hunts  of  Maximilian  (47)  are  versions  of  sixteenth-century  Brussels 
tapestries  designed  by  Bernaert  van  Orley.  This  procedure  was  also  cheaper  than  purchasing  new 
paintings,  and  toward  the  end  of  the  century  circumstances  forced  the  king  to  spend  less  on  all  his 
manufactures.  A  series  of  mythological  scenes  with  small  figures,  one  of  which  is  Diana  andActaeon 
(48),  was  originated  by  the  weavers  for  private  sale  instead  of  being  made  solely  for  the  king;  Jean 
Jans  the  Younger  put  his  name  on  this  piece. 

Copying  old  tapestries  continued  into  the  eighteenth  century.  The  three  pieces  of  the  so-called 
Seasons  of  Lucas  (49)  and  the  ten  of  the  Months  of  Lucas  (50)  were  taken  from  sixteenth-century 
Brussels  originals,  then  thought  to  have  been  designed  by  Lucas  van  Ley  den.  The  set  of  the  Months 
was  made  for  Louis  XIV's  bastard  son,  the  comte  de  Toulouse,  between  1732  and  173  7;  the  borders 
are  in  the  style  of  this  period.  Several  pieces  are  signed  by  the  head  of  the  workshop,  Michel  Audran. 
His  name  is  also  on  the  Vintage  (52)  from  the  series  of  Daphnis  and  Chloe  after  Etienne  Jeaurat  of 
1741—54,  also  a  private  commission,  and  his  shop  wove  in  1754  the  Memorable  Judgment  of 
Sancho  Panza  (53)  with  a  central  scene  designed  by  Charles  Antoine  Coypel.  This  tapestry  is  from  a 
Don  Quixote  set;  it  was  reduced  in  width  and  given  by  Louis  XV  to  a  Russian  statesman,  Count 
Vorontsov.  Another  workshop  head,  Etienne  Claude  Le  Blond  put  his  name  on  a  portiere  (51)  with 
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the  arms  of  France  and  Navarre,  one  of  a  set  of  Chancelleries  given  by  the  king  to  his  Garde  des 
Sceaux,  Germain  Louis  Chauvelin,  about  1730. 

The  Gobelins  weavers  frequently  produced  small  tapestries  for  their  own  use,  to  be  sold  or 
given  to  important  people.  Jean  Jacques  Jans  put  his  name  and  the  date,  1725,  on  the  Young  Girl 
Holding  a  Mask  ( 54) ;  the  design  is  from  a  print  after  Jean  Baptiste  Santerre.  Pierre  Francois  Cozette 
wove  the  so-called  Spanish  Girl  (55)  after  Alexis  Grimou,  and  in  1769  he  or  his  son  Michel  Henri 
made  the  portrait  of  Francois  Boucher's  daughter  (56)  after  a  pastel  by  the  painter  himself. 

Boucher  was  appointed  artistic  director  of  the  Gobelins  in  1755.  He  designed  the  four  scenes 
from  classical  mythology  of  the  central  medallions  in  the  large  hangings  that  cover  three  walls  of  the 
Croome  Court  Room  (57).  But  the  wealth  of  flowers,  birds,  and  symbols  of  love  and  the  hunt  in  the 
tapestries  that  spread  over  the  whole  room  and  its  furniture  was  designed  by  Maurice  Jacques  and 
Louis  Tessier,  and  the  gorgeous  crimson  ground  that  imitates  a  silk  damask  may  have  been  invented 
by  the  workshop  head,  Jacques  Neilson.  This  tapestry  room  was  commissioned  by  the  earl  of 
Coventry  and  installed  in  his  country  house,  Croome  Court,  in  177 1. 

By  the  time  the  History  of  France  (60)  series  was  first  woven  in  1788,  the  concept  of  a  set  of 
tapestries  made  to  be  hung  together  as  a  unit  was  being  replaced  by  the  idea  of  individual  pieces,  to 
be  looked  at  one  by  one  like  easel  pictures.  The  Continence  of  Bayard  after  Louis  Jean  Jacques 
Durameau  and  Sully  at  the  Feet  of  Henri  IV  after  Jean  Jacques  Francois  Le  Barbier,  woven  in  the 
workshop  of  Pierre  Francois  Cozette,  reproduce  Salon  paintings,  as  does  the  little  panel  Flowers  in  a 
Vase  and  Two  Plums  (61)  after  Anne  Vallayer-Coster.  The  Portrait  of  Napoleon  I  (62)  was  made  in 
the  workshop  of  Michel  Henri  Cozette  by  eight  weavers  between  1808  and  1 8 1 1 .  It  was  given  by  the 
emperor  to  his  arch-chancellor  de  Cambaceres  and  is  in  its  original  frame.  It  is  after  a  painting  by 
Francois  Gerard  and  is  technically  a  masterpiece;  only  the  fact  that  it  is  made  of  wool,  silk,  and  gilt 
thread  differentiates  it  from  a  painted  portrait. 
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45  Mythological  Subjects  after  Raphael 


Two  tapestries  from  a  set  of  eight 

a  Venus  in  Her  Chariot 
b  Venus  and  Adonis 


French  (Paris);  designed  1684—86,  by  Francois  Bonnemer 
(163  8-1689)  and  Pierre  de  Seve  the  Younger  (c.  1623- 
1695),  after  drawings  then  attributed  to  Raphael;  woven, 
1 686— 92,  in  the  haute-lisse  workshops  of  Jean  Lefebvre  the 
Elder  (fl.  1 662-1 700)  and  Jean  Jans  the  Younger  (c.  1644- 
1723)  at  the  Gobelins  manufactory  of  Louis  XIV. 

Wool,  silk,  and  silver  thread. 

45a  12  ft.  6  in.  x  11  ft.  11  in.  (3.81  m  x  3.63  m); 

45b  12  ft.  3  in.  x  11  ft.  4  in.  (3.73  mx  3.45  m). 

45a  23—26  warps  per  inch,  10— 1 1  per  centimeter; 

45b  21—24  warps  per  inch,  8  per  centimeter. 

Gift  of  Julia  A.  Berwind,  1953  (53.225.6,  7). 


CONDITION 

All  borders  are  missing  (see  45c). 

SUBJECT 

The  series  has  no  iconographical  program.  The  other 
scenes  show,  or  are  called,  the  Judgment  of  Paris,  the  Rape 
of  Helen,  the  Marriage  of  Alexander  and  Roxana,  the 
Marriage  of  Cupid  and  Psyche,  Dancers  on  the  Right,  and 
Dancers  on  the  Left.  The  only  reason  for  the  choice  of 
subjects  was  the  availability  of  drawings  attributed  to 
Raphael  in  the  French  royal  collection. 

SOURCE  OF  THE  DESIGNS 

All  the  designs  were  taken  from  drawings  owned  by 
Louis  XIV  that  were  attributed  to  Raphael  in  the  seven- 
teenth century.  In  many  cases,  engravings  after  Raphael 
were  also  used.  Colored  sketches  were  first  made,  prob- 
ably by  Antoine  Coypel  ( 1 66 1-177Z),  and  the  cartoons 
were  completed  by  Michel  Corneille  (1642— 1708),  Fran- 
cois Alexandre  Verdier  (1651-1730),  Antoine  Coypel, 
Louis  Boulogne  the  Younger  (1654-173  3),  and  Alexandre 


Ubeleski  ( 1649-17 18),  as  well  as  by  Bonnemer  and  Pierre 
de  Seve.1 


WEAVER  AND  DATE 

Both  pieces  are  probably  from  the  first  set  of  the  series, 
woven  by  Jean  Jans  the  Younger  and  Jean  Lefebvre  be- 
tween 1686  and  1 692. 2 

RELATED  TAPESTRIES 

The  series  was  woven  three  times  for  the  king.  The  other 
pieces  of  the  first  set  are  now  in  the  Chateau  des  Rohan, 
Strasbourg  (Judgment  of  Paris  and  possibly  Dancers  on 
the  Right  and  Dancers  on  the  Left);  Marquis  Hurault  de 
Vibraye  collection,  Chateau  de  Cheverny,  Loir-et-Cher 
(Rape  of  Helen,  border  missing);  the  Mobilier  National 
(Marriage  of  Alexander,  formerly  in  the  Palais  de  Com- 
piegne);  the  Belgian  Royal  Collection,  Laeken  (possibly 
the  Dancers  on  the  Left);3  and  the  Chateaux  of  Pau  and 
Rambouillet  (half  each  of  the  Marriage  of  Cupid  and 
Psyche).  The  Dancers  on  the  Right  from  this  set  may  be 
the  piece  that  was  in  the  Jacques  Louis  Stern  sale,  Parke- 
Bernet,  New  York,  November  3, 4, 1950  (no.  216,  illus.), 
rather  than  the  one  in  Strasbourg,  and  the  Dancers  on  the 
Left  in  Laeken  and  in  Strasbourg  may  be  from  the  first  or 
the  second  weaving. 

The  second  set  was  woven  between  1690  and  1703.  Six 
pieces  belong  to  the  Mobilier  National;  the  two  Dancers 
may  be  the  Strasbourg  examples  or  the  Laeken  and  Stern 
pieces. 

The  third  set,  woven  between  1693  anc^  I7°4? ls  m  the 
Kunsthistorisches  Museum,  Vienna.4 

An  eighteenth-century  weaving  without  metal  thread, 
made  for  a  private  purchaser,  is  represented  by  a  Marriage 
of  Cupid  and  Psyche  in  the  Shelswell-White  collection, 
Bantry  House,  Ireland.5 
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HISTORY 

The  series  was  conceived,  together  with  the  Mythological  Sub- 
jects after  Giulio  Romano  (see  46),  after  the  death  of  Colbert 
in  1683,  to  provide  designs  for  the  Gobelins  weavers  that 
were  not  made  by  Le  Brun,  Colbert's  protege.  Payments  for 
the  cartoons  are  recorded  from  1684.  The  cartoons  were 
completed  by  February  1686,  when  Colbert's  successor, 
Louvois,  inspected  them.  Payments  to  weavers  began  in  Sep- 
tember of  the  same  year,  and  the  first  set  of  tapestries  was 
finished  in  September  1692.  Between  1699  and  1703,  extra 
tapestry  was  woven  as  draperies  to  cover  some  of  the  nude 
figures.  The  set  was  delivered  to  the  Garde  Meuble  de  la 
Couronne  and  given  the  number  117.  In  1789,  six  pieces  of 
the  set  were  at  Fontainebleau;  inventory  notes  taken  at  this 
time  state  that  the  set  deserved  to  be  repaired  and  moved,  "a 
cause  de  sa  beaute  et  de  son  fraicheur,"  and  it  was  described 
as  "complete,  tres  belle  et  d'un  beau  dessin;  elle  sert  aux 
voyages  et  Fetes-Dieu."6  The  two  pieces  that  were  not  at 
Fontainebleau  in  1789  are  the  Marriage  of  Alexander  and 
Roxana  and  the  Marriage  of  Cupid  and  Psyche,  King  Louis 
Philippe  owned  what  must  have  been  four  pieces  of  this  set, 
including  45a  and  b,  and  the  Rape  of  Helen  and  Dancers  on 
the  Right.  They  were  in  his  sale  at  the  Domaine  de  Mon- 
ceaux,  January  28,  1852  (nos.  5,  n);7  judging  from  the  di- 
mensions, they  were  already  without  borders. 

Venus  and  Adonis  was  in  the  Charles  Laurent  sale  at  his  house 
in  Paris,  June  15—20, 1896  (no.  622,  illus.). 

Both  45a  and  b  and  46a— d  were  probably  in  the  collection  of 
E.  J.  Berwind,  "The  Elms,"  Newport,  Rhode  Island,  in  1904. 

Given  to  the  MM  A  by  Julia  A.  Berwind,  1953. 

PUBLICATIONS 

Ferree,  Barr.  American  Estates  and  Gardens,  New  York,  1904, 
p.  75  (46c  and  d  on  wall  of  the  upper  hall,  "The  Elms," 
Newport,  R.I.). 

MMA  Annual  Report  1953.  In  MMA  Bulletin,  n.s.  13  (1954- 
55)  p.  24.  Mentioned  (45a  and  b  and  46a-d)  as  six  Gobelins 
tapestries,  seventeenth  century. 

E.A.S.  [Edith  A.  Standen].  "Notes."  MMA  Bulletin,  n.s.  20 
(1961—62)  p.  287,  illus.  [46d]. 

Standen,  Edith  A.  "The  Sujets  de  la  Fable  Gobelins  Tapestries," 
Art  Bulletin  46  (1964)  pp.  143-57,  figs.  1,  5,  6,  11,  15,  19, 
25,  27.  Account  of  series  and  set  and  of  Mythological  Sub- 
jects after  Giulio  Romano  (46),  with  identification  of  related 
drawings,  paintings,  and  prints. 

Hibbard,  Howard.  The  Metropolitan  Museum  of  Art.  New 
York,  1980,  pi.  27,  color  [46c]. 


45a  Venus  in  Her  Chariot 


DESCRIPTION 

Venus,  who  has  fair  hair,  a  red  and  blue  head  scarf,  and 
a  pink  and  pale  purple  robe  with  a  dull  yellow  ornamented 
border  and  a  blue  girdle,  sits  in  a  dull  yellow  chariot  drawn 
by  a  pale  blue  winged  dolphin.  She  rests  her  left  arm  on  a 
piece  of  blue  drapery.  The  fair-haired  Cupid,  with  a  pale 
yellow  loincloth  and  pale  yellow-pink  wings,  is  in  her  lap. 
Four  fair-haired  winged  children  accompany  her.  One, 
seated  on  a  gray  cloud  in  front  of  the  chariot,  holds  a  red 
bow  and  has  a  quiver  at  his  feet;  his  wings  are  pale  yellow 
and  gray  and  he  wears  a  yellow  scarf  with  red  stripes.  One 
child  flying  above  has  yellow  wings  and  lavender  drapery; 
he  empties  a  yellow  basket  of  pink,  purple,  yellow,  and 
green  flowers  and  leaves.  Two  children,  half-seen  behind 
the  chariot,  have  pale  yellow  wings;  the  one  closer  to 
Venus  has  a  band  of  pink,  white,  and  dark  green  flowers 
and  leaves  across  his  chest. 

In  the  foreground  on  the  right  are  a  reclining  river-god 
and  a  seated  nymph;  both  hold  dull  yellow  and  brown 
rudders.  He  has  a  wreath  of  dark  green  leaves  tied  with  a 
red  ribbon,  and  over  his  legs  blue  drapery  with  a  yellow 
pattern;  he  rests  his  right  arm  on  a  yellow  and  red-brown 
urn  from  which  pours  blue  and  white  water.  The  fair- 
haired  nymph  has  a  pale  blue  dress  with  a  red  band  over 
her  right  shoulder;  her  richly  ornamented  robe  is  yellow, 
red,  and  silver.  She  rests  her  left  elbow  on  a  brown  urn. 
The  sky  is  pale  blue  above,  pale  yellow  below,  with  yellow- 
gray  clouds.  A  distant  landscape  in  shades  of  pale  blue, 
yellow,  gray,  green,  and  brown  is  seen  on  the  left,  with 
buildings,  mountains,  meadows,  trees,  and  expanses  of 
pale  blue  and  gray  water,  in  which  several  swimming 
swans  are  reflected.  A  shepherd  with  a  blue  shirt,  accom- 
panied by  a  black  dog  and  some  sheep,  is  visible  on  the 
shore  and  a  couple  is  seen  above  the  swans.  A  large  tree 
with  a  yellow-gray  and  brown  trunk  and  green  and  yellow 
leaves  rises  on  the  right.  Below  it  are  green  rushes  and 
shrubs  with  white  flowers,  vines,  and  a  blue  convolvulus. 
The  foreground  is  in  shades  of  yellow-gray,  green,  and 
brown,  with  dark  green  rushes,  and  green  and  yellow 
plants,  flowers,  and  rocks. 
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fig.  26.  Venus  and  Cupid,  after  Primaticcio.  Drawing.  Louvre, 
Cabinet  des  Dessins,  Paris  (inv.  no.  3677).  Photo:  Musees 
Nationaux. 


CONDITION 

The  drapery  over  Venus's  left  breast  is  probably  an 
addition,  using  the  original  warps.  The  left  side  has  ap- 
parently been  irregularly  cut;  later  weavings  show  that  the 
branches  at  the  edge  spring  from  a  tree  stump.  There  are 
substantial  areas  of  repair  or  bare  warps,  especially  in 
wings,  clouds,  the  sky,  the  distant  landscape,  the  water, 
and  the  foreground.  A  patch  has  been  inserted  to  the  left  of 
the  putto's  bow.  The  colors  are  considerably  faded. 


SUBJECT 

Though  the  group  of  Venus  and  Cupid  is  derived  from 
representations  of  the  scene  in  which  Venus  points  out 
Psyche  to  her  son  and  asks  him  to  avenge  her,  this  meaning 
does  not  appear  in  this  tapestry.  A  contemporary  account 
says  that  it  represents  "a  ce  que  Ton  croit,  une  Psyche  dans 
un  char  en  Pair  qui  a  un  Amour  deja  grand  sur  ses  genoux, 
et  un  fleuve  et  une  riviere  dans  le  bas."8 


SOURCE  OF  THE  DESIGN 

The  group  of  Venus  and  Cupid  was  taken  from  one  of 
two  drawings  owned  by  Louis  XIV  and  now  in  the  Louvre, 
numbers  3497  and  3677  (fig.  26).  As  a  drawing  thought  to 
be  by  Raphael  was  supposed  to  be  chosen  as  the  basis  of 
the  tapestry  design,  number  3677  is  more  probable,  since 
number  3497  is  inscribed  in  an  old  hand  "JU11US  Roma- 
nus."  The  most  recent  attribution  for  number  3497  is 
Primaticcio;  number  3677  is  considered  to  be  after  him.9 
The  river-god  is  taken,  in  reverse,  from  Raphael's  Council 
of  the  Gods  in  the  Farnesina.  The  painting  by  Francois 
Bonnemer  has  not  been  located;  the  final  payment  for  it  is 
recorded  in  the  Comptes  des  Batiments  on  September  22, 
1686:  "a  Bonnemer  pour  le  parfaict  paiment  de  600  livres 
pour  un  tableau  d'apres  le  dessin  de  Raphael,  representant 
le  Triomphe  de  Venus  et  de  l9 Amour"  It  measured  12 
pieds  square.10 

WEAVER  AND  DATE 

The  tapestry  of  this  subject  from  the  second  weaving  of 
the  series  is  owned  by  the  Mobilier  National  and  exhibited 
in  the  Louvre;  that  from  the  third  weaving  is  in  Vienna. 
This  piece  can  therefore  be  identified  with  the  one  from 
the  first  set,  woven  by  Lefebvre  between  1689  and  Sep- 
tember 20, 1692. 

RELATED  TAPESTRIES 

The  upper  left  corner  of  the  design  was  altered  in  the 
second  and  third  weavings,  now  in  Paris11  and  Vienna;12 
the  flying  putto  has  been  moved  away  from  Venus,  so  that 
his  right  foot  nearly  touches  the  bow  held  by  the  seated 
child.  The  tree  stump  and  leafy  branches  on  the  left  are 
present  in  both  tapestries,  but  are  more  fully  visible  on  the 
Paris  example. 
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45b  Venus  and  Adonis 


DESCRIPTION 

The  fair-haired  Venus  wears  a  pale  yellow  dress  and  a 
red  and  yellow  belt  with  blue  stones  in  the  buckle;  she  has 
a  red  drapery  with  a  pattern  in  pale  yellow  and  metal 
thread  over  her  knees.  Adonis,  sitting  beside  her,  has 
brown  and  yellow  hair,  a  yellow  undergarment,  and  blue 
drapery  with  a  yellow  pattern;  his  sandals  are  pale  yellow 
with  metal  thread.  A  blue-winged  child,  with  yellow  hair 
and  a  quiver  at  his  side,  stands  next  to  Venus,  and  another, 
with  yellow  drapery  and  a  bow  in  his  left  hand,  holds  a 
dark  green  wreath  over  Adonis's  head.  A  brown-haired 
satyr  with  pale  yellow  and  green  leaves  and  flowers  in  his 
hair  and  red  drapery  is  seen  behind  the  couple,  and  a 
youth,  presumably  Hymen,  holding  a  dull  yellow  lighted 
torch,  approaches  on  the  left;  he  has  pale  brown  and 
cream  wings  and  is  dressed  in  a  pale  yellow  garment  with  a 
red  strap  and  a  pale  purple  cloak.  On  the  right,  a  child 
with  brown  and  gray  wings  and  pink  drapery  holds  two 
brown,  gray,  and  dull  yellow  dogs  with  a  blue  band.  Part 
of  Venus 's  dull  yellow  chariot  is  seen  behind  him,  with 
two  white  doves,  held  by  blue  ribbons,  perched  on  it.  A 
richly  ornamented  cloth  in  red  and  yellow  with  metal 
thread  hangs  from  two  brown  and  gray  tree  trunks  on  the 
right  behind  the  figures,  and  a  gray  and  pale  yellow  classi- 
cal temple  is  visible  in  the  background.  The  tree  leaves  are 
in  shades  of  green  and  yellow.  The  sky  is  pale  blue  in  the 
upper  left  corner,  pale  yellow  below.  On  the  left  is  an 
extensive  landscape  with  distant  mountains,  trees,  and 
fields  in  shades  of  pale  yellow  and  green.  The  foreground 
is  in  shades  of  brown,  gray,  and  yellow  with  plants  in 
green  and  yellow.  The  large  flowers  on  the  left  are  pale 
lavender  and  pink;  there  are  a  white-flowered  plant  and  a 
red  thistle  on  the  right. 

Metal  thread  (apparently  entirely  silver)  was  very 
sparsely  used. 


CONDITION 

The  additional  draperies  are  the  covering  of  Hymen's 
body,  Venus's  breast,  and  the  upper  yellow  part  of  Adonis's 
garment. 

Silk  areas,  such  as  the  upper  parts  of  Hymen's  wings, 


Venus's  dress,  the  legs  of  the  foremost  dog,  the  doves,  and 
the  sky,  are  much  repaired.  The  metal  thread  has  black- 
ened. 


SUBJECT 

Though  his  spear  and  the  presence  of  the  hunting  dogs 
identify  the  man  as  Adonis,  and  the  cupids,  chariot,  and 
doves  show  that  the  woman  is  Venus,  the  satyr  has  no 
place  in  their  story  and  the  figure  with  the  torch,  who 
appears  to  be  Hymen,  is  completely  incongruous.  The 
painting  was  described  in  a  1690  Gobelins  list  as  Venus 
and  Adonis*3  but  another  contemporary  account  says 
that  it  represented  "un  jeune  homme  et  une  jeune  femme 
presque  nus,  qu'un  satire  veut  faire  embrasser."14  The 
subject  of  the  drawing  from  which  the  design  is  derived 
has  been  called  Hymen  and  Pan  with  Venus  and  Adonis^ 
but  Paris  and  Helen  has  also  been  suggested.15 


fig.  27.  Allegory  of  Sensual  Passion,  school  of  Giulio  Romano. 
Drawing.  Louvre,  Cabinet  des  Dessins,  Paris  (inv.  no.  3659). 
Photo:  Musees  Nationaux. 


SOURCE  OF  THE  DESIGN 

All  the  figures  except  the  boy  with  the  dogs  are  derived 
from  a  drawing  (fig.  27)  now  attributed  to  the  school  of 
Giulio  Romano  in  the  Louvre  (no.  3659).  The  winged 
figure,  here  apparently  feminine,  directs  the  torch  at  the 
head  of  the  satyr.  The  painting  by  Pierre  de  Seve  has  not 
been  located;  the  final  payment  for  it  is  recorded  in  the 
Comptes  des  Batiments,  March  31— September  22,  1686: 
"a  de  Seve,  autre  peintre,  parfait  paiment  de  550  livres 
pour  le  tableau  qu'il  a  fait  d'apres  Raphael,  representant 
les  Amours  d' Adonis  et  de  Venus"  It  measured  12  pieds 
square.16 

WEAVER  AND  DATE 

The  tapestry  of  this  subject  from  the  second  weaving  of 
the  series  is  owned  by  the  Mobilier  National;  that  from 
the  third  is  in  Vienna.  This  piece  can  therefore  be  identi- 
fied with  the  one  from  the  first  set,  woven  by  Jean  Jans 
between  1686  and  the  first  quarter  of  1690. 

RELATED  TAPESTRIES 

The  versions  from  the  second  and  third  weavings  in 
Paris17  and  Vienna18  show  no  significant  differences. 

An  adaptation  of  the  main  group  without  the  satyr  and 
"Hymen"  was  used,  reversed,  in  eighteenth-century  Beau- 
vais  tapestries  sold  at  the  Clarke  Art  Galleries,  New  York, 
February  8,  1922  (no.  577,  illus.),  and  in  the  Audrey  K. 
Kennedy  sale,  Parke-Bernet,  New  York,  May  10,  1969 
(no.  173,  illus.).  Another  example  was  owned  by  the  Lon- 
don dealers  M.  Harris  and  Sons  in  19 29. 19 


NOTES 

1.  Standen,  "Sujets  de  la  Fable,"  pp.  154-56. 

2.  Fenaille,  Gobelins,  vol.  2,  p.  272. 

3.  Anne  and  Paul  van  Ypersele  de  Strihou,  Laeken  (Brussels,  1970) 
PP.  *74>  29<S- 

4.  Ludwig  Baldass,  Die  Wiener  Gobelinssammlung  (Vienna,  1920) 
nos.  242-49. 

5.  Desmond  Guinness  and  William  Ryan,  Irish  Houses  and  Castles 
(New  York,  1971)  p.  69,  illus.  (on  wall  of  drawing  room). 

6.  Fenaille,  Gobelins,  vol.  2,  pp.  272,  273. 

7.  The  fourth  piece  is  described  only  as  "une  imitation  d'une  composi- 
tion de  Raphael,"  but  it  must  have  been  the  Rape  of  Helen,  with 
which  its  dimensions  are  consistent,  rather  than  the  Judgment  of 
Paris,  which  reached  Strasbourg  in  the  Napoleonic  period  (infor- 
mation from  Hans  Haug). 


8.  Guillet  de  Saint-Georges,  "Memoire  historique  des  principaux 
ouvrages  de  Charles  Le  Brun,"  in  Memoires  inedits  sur  la  vie  et  les 
ouvrages  des  membres  de  VAcademie  royale  de  peinture  et  de  sculp- 
ture, L.  Dussieux  et  al.,  eds.,  (Paris,  1854)  vol.  1,  p.  56.  The 
memoire,  read  to  the  Academy  in  1693,  was  written,  at  least  in 
part,  in  1686. 

9.  Sylvie  Beguin,  "Remarques  sur  la  Chambre  du  Roi,"  Actes  du  Col- 
loque  international  sur  VArt  de  Fontainebleau,  Fontainebleau  et 
Paris,  18, 19, 20  octobre  19JZ  (Paris,  1975)  pp.  199, 200,  figs.  1, 2. 

10.  Fenaille,  Gobelins,  vol.  2,  p.  268. 

11.  A.  Guerinet,  pub.,  Ulndustrie  universelle,  ornements  Louis  XIV s 
Louis  XV,  Louis  XVI  (Paris,  n.d.)  pi.  77. 

12.  Baldass,  Wiener  Gobelinssammlung,  pi.  245. 

13.  Fenaille,  Gobelins,  vol.  2,  p.  268. 

14.  Guillet  de  Saint-Georges,  "Memoire,"  p.  56. 

15.  William  McAllister  Johnson,  "Les  debuts  de  Primatice  a  Fontaine- 
bleau," Revue  de  VArt,  no.  6  (1969)  p.  14,  n.  45,  fig.  22. 

16.  Fenaille,  Gobelins,  vol.  2,  p.  269. 

17.  Fenaille,  Gobelins,  vol.  2,  pi.  facing  p.  276. 

18.  Baldass,  Wiener  Gobelinssammlung,  pi.  242. 

19.  "Current  Art  Notes,"  Connoisseur  84  (1929)  p.  406,  illus.  p.  367. 


45c    Fragments  of  a  lower  border 

From  a  tapestry  of  the 
Mythological  Subjects  after  Raphael 

French  (Paris);  designed  by  Jean  Lemoine  de  Lorrain 
(1638-1713),  Claude  Guy  Halle  (1652-1736),  and 
Bon  Boulogne  (1649-1717),  1684-86;  woven 
1687—91  in  the  haute-lisse  atelier  of  Jean  Jans  the 
Younger  at  the  Gobelins  manufactory  for  Louis  XIV. 

Wool,  silk,  and  metal  thread. 

Sofa  back  1  ft.  93A  in.  x  5  ft.  11V2  in.  (55  cm  x  1.82  m); 

seat  2  ft.  x  6  ft.  5  in.  (61  cm  x  1.96  m). 

25  warps  per  inch,  10  per  centimeter. 

Bequest  of  Benjamin  Altman,  191 3  (14.40.783). 


DESCRIPTION 

The  fragment  is  now  in  two  pieces.  One  covering  the 
seat  of  a  sofa  shows  in  the  center  an  oval  with  crossed  L's 
in  red  and  dull  yellow  on  a  blue  ground,  surrounded  by  the 
collars  of  the  orders  of  Saint  Michel  and  of  the  Saint  Esprit, 
and  surmounted  by  a  French  royal  crown,  all  in  reds  and 
dull  yellows  with  much  metal  thread.  Outside  the  collars 
are  olive  branches  with  dark  and  light  blue  stalks  and 
leaves  and  red  berries.  On  either  side,  foliate  scrolls  in  red, 
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45c 


pink,  and  lavender  support  a  red  and  blue  parrot.  At  each 
end  is  a  fair-haired  winged  youth  seated  on  a  green  plat- 
form. The  one  on  the  left  has  blue  and  pale  brown  wings,  a 
blue  cap,  and  red  drapery;  he  holds  a  ball  of  blue  thread 
and  a  basket  with  a  ball  of  red  thread  is  partly  visible  in 
front  of  him.  The  one  on  the  right  has  red  and  cream- 
colored  wings,  and  wears  a  blue  cap,  striped  with  red,  and 
blue  drapery;  he  holds  a  ball  of  red  thread. 

The  sofa  back  has  in  the  center  a  basket  of  red  and  blue 
balls  and  spools  of  thread,  with  pale  yellow  bobbins  dan- 
gling from  it.  It  is  flanked  by  red  and  blue  foliate  scrolls 
and  dark  brown  branches  with  red  flowers  and  berries. 
On  either  side  stands  a  fair-haired  winged  boy  on  a  blue 
platform  holding  a  skein  of  thread.  The  one  on  the  left  has 
blue,  white,  and  gray  wings,  and  blue  and  white  thread; 
the  one  on  the  right  has  red,  cream,  and  brown  wings,  and 


red  thread.  At  the  outer  corners  are  dull  yellow,  gray,  and 
brown  monkeys.  The  one  on  the  left  holds  skeins  of  red 
thread  and  places  his  foot  on  a  pink  and  blue  scrolling 
form,  from  which  dangle  bundles  of  red  and  yellow  bob- 
bins. A  swift  wound  with  red  thread  stands  on  a  pink  table 
behind  him.  The  monkey  on  the  right  holds  a  ball  of  red 
thread,  which  is  attached  to  the  skein  wound  around  his 
swift. 

The  background  to  both  parts  is  dull  pale  yellow  with  a 
design  in  metal  thread.  The  borders  showr  classical  orna- 
ments in  red,  dull  yellow,  dark  brown,  and  metal  thread. 

CONDITION 

The  fragment  has  been  cut  into  three  pieces,  one  left 
intact  to  cover  the  seat  of  a  sofa,  the  other  two  joined  to 
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cover  the  back.  The  left  half  of  the  back  was  originally  on 
the  left  side  of  the  seat  cover  and  the  right  half,  on  the 
right,  so  that  the  complete  fragment  made  up  the  center 
section  of  a  lower  border.  The  side  sections  of  the  sofa 
back  are  not  original.  The  metal  thread,  originally  silver 
gilt,  has  lost  its  gilding  and  is  tarnished  throughout;  in 
many  places,  the  metal  is  entirely  worn  away,  exposing  the 
silk  core.  There  are  many  small  areas  of  repair,  especially 
in  the  silk  portions,  but  no  extensive  reweaving. 

SUBJECT 

The  elaborate  borders  of  the  first  three  sets  of  the  Myth- 
ological Subjects  after  Raphael  and  after  Giulio  Romano 
have  been  interpreted  as  illustrating  the  allegorical  signifi- 
cance of  the  story  of  Gupid  and  Psyche.1  But  the  figures 
on  45c  show  preparations  for  tapestry  making;  in  their 
original  arrangement,  the  standing  boys  hold  the  skeins 
that  the  seated  youths  wind  into  balls.  On  the  two  widest 
tapestries  of  the  Raphael  series,  the  border  includes  also 
three  winged  children  dyeing  thread  in  a  vat.2  All  three 
sets  were  made  for  Louis  XIV,  whose  double  L  appears 
on  45c. 

SOURCE  OF  THE  DESIGN 

The  Gobelins  inventory  of  1690  records  the  cartoons 
for  the  borders  of  this  series,  described  as  "fort  riche  de 
grotesques,"  by  "sr  Le  Moine  Lorain,  et  les  figures  par  les 
srs  Halle  et  Boulogne  Paine."3 

WEAVER  AND  DATE 

The  fragments  were  originally  on  one  of  the  medium- 
sized  tapestries  of  the  series,  in  all  probability  the  Mar- 
riage of  Cupid  and  Psyche  from  the  first  set,  now  divided 
between  the  Chateaux  of  Rambouillet  and  Pau.  This  was 
woven  by  Jans,  1687—91. 


RELATED  TAPESTRIES 

The  design  of  45c  is  found  on  the  lower  borders  of  the 
Marriage  of  Alexander  and  Roxana  from  the  first  set,  in 
the  Mobilier  National,  and  the  Marriage  of  Cupid  and 
Psyche  from  the  third  set,  in  Vienna.4  The  figures  appear 
in  different  groupings  on  the  other  subjects  of  the  series. 

A  fragment  from  the  center  of  the  upper  border  of  the 
same  series,  possibly  from  the  same  tapestry  as  45  c,  is  in 
the  Detroit  Institute  of  Arts.5 

HISTORY 

In  the  collection  of  Mme  C.  Lelong,  as  a  single  piece  3  meters 
long.  Sold,  Galerie  Georges  Petit,  Paris,  April  27-May  i, 
1903,  no.  483,  illus. 

Bequeathed  to  the  MMA  by  Benjamin  Altman,  191 3,  as  sofa 
upholstery. 

PUBLICATIONS 

Handbook  of  the  Benjamin  Altman  Collection.  MMA,  New 
York,  1914,  pp.  150,  151.  Described  as  Beauvais,  about 
1680. 

De  Ricci,  Seymour.  Louis  XIV  and  Regency.  Trans.  W.  E.  Walz. 
New  York,  1929,  p.  103,  illus.  Called  Gobelins. 

Hunter,  George  Leland.  "The  Tapestries  of  the  Altman  Collec- 
tion." Arts  and  Decoration  5  (1914-15)  p.  92.  Mentioned. 

Standen,  Edith  A.  "The  Sujets  de  la  Fable  Gobelins  Tapestries." 
Art  Bulletin  46  (1964)  p.  143,  n.  1.  Mentioned. 


NOTES 

1.  Anne  and  Paul  van  Ypersele  de  Strihou,  Laeken  (Brussels,  1970) 
pp.  282,  287-89,  296-300,  302,  305,  306. 

2.  As  on  the  Rape  of  Helen  in  Vienna  (Ludwig  Baldass,  Die  Wiener 
Gobelinssammlung  [Vienna,  1920]  pi.  248). 

3.  Fenaille,  Gobelins,  vol.  2,  p.  268. 

4.  Fenaille,  Gobelins,  vol.  2,  pi.  facing  p.  272;  Baldass,  Wiener 
Gobelinssammlung,  pi.  249. 

5.  Adele  Coulin  Weibel,  "A  Fragment  of  a  Gobelin  [sic]  Border," 
Bulletin  of  the  Detroit  Institute  of  Arts  26  (1947)  p.  62. 
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46  Mythological  Subjects  after  Giulio  Romano 

Four  pieces  from  a  set  of  eight 

a  The  Festival  of  Psyche,  with  Mercury 
b  The  Festival  of  Psyche,  with  Bacchus 
c  Cupid  and  Psyche  Bathing 
d  Shepherds  and  Shepherdesses  Dancing 


French  (Paris);  designed  1684-86,  by  Rene  Antoine  Houasse 
(c.  1 644/4  5 -1 7 10),  Bon  Boulogne  (1649-17 17),  Charles 
Francois  Poerson  (165 3 -1725),  and  Pierre  Monier  (1639- 
1703),  after  drawings  then  attributed  to  Giulio  Romano; 
woven  1689— 1700,  in  the  haute-lisse  workshops  of  Jean 
Lefebvre  the  Elder  (fl.  1 662-1 700)  and  Jean  Jans  the 
Younger  (c.  1644— 1723)  at  the  Gobelins  manufactory  for 
Louis  XIV. 

Wool,  silk,  and  metal  thread. 

46a  12  ft.  x  18  ft.  4  in.  (3.66  m  x  5.59  m); 

46b  12  ft.  x  16  ft.  7  in.  (3.66  m  x  5.05  m); 

46c  12  ft.  x  14  ft.  3  in.  (3.66  m  x  4.34  m); 

46d  12  ft.  x  11  ft.  6  in.  (3.66  m  x  3.51  m). 

20-26  warps  per  inch,  8-12  per  centimeter. 

Gift  of  Julia  A.  Berwind,  1953  (53.225. 8-11). 

CONDITION 

All  borders  are  missing  (see  45c). 


SUBJECT 

Though  the  series  has  an  old  alternative  title  of  the 
Amours  de  Psiche,  it  actually  has  no  coherent  program. 
The  other  four  pieces  are  the  Coronation  of  Psyche, 
Dancing  Nymphs,  Musicians  with  a  Lyre  Player  (Musique 
de  la  gauche),  and  Musicians  with  a  Bagpipe  Player 
[Musique  de  la  droite).  The  only  reason  for  the  choice  of 
subjects  was  the  availability  of  drawings  attributed  to 
Giulio  Romano  in  the  French  royal  collection;  the  fact 
that  the  two  Festival  drawings  were  clearly  related  to  the 
Psyche  frescoes  in  the  Palazzo  del  Te,  Mantua,  led  to  the 
series  being  known  as  the  Loves  of  Psyche,  though  none  of 
the  main  incidents  in  the  story  are  included. 

SOURCE  OF  THE  DESIGNS 

All  the  designs  were  taken  from  drawings  attributed  to 
Giulio  Romano,  owned  by  Louis  XIV.  Engravings  after 

294 


the  same  artist  were  also  used.  Colored  sketches  were 
made,  probably  by  Antoine  Coypel,  and  the  cartoons  by 
the  four  artists  listed  above,  Nicolas  van  Plattenberg,  called 
Platte-Montagne  (163 1— 1706),  and  J.  B.  Corneille  the 
Younger  (1649— 1695).  A  drawing  by  Monier  for  Musi- 
cians with  a  Lyre  Player  is  in  the  Musee  Pince,  Angers.1 


WEAVER  AND  DATE 

As  all  the  tapestries  of  46  include  gold  thread,  they  must 
come  from  the  first  three  weavings.  They  are  most  prob- 
ably all  from  the  second,  woven  by  Jean  Lefebvre  and  Jean 
Jans  between  1689  and  1700.2 


RELATED  TAPESTRIES 

The  series  was  woven  three  times  with  gold  thread.  The 
first  set,  made  between  1686  and  1693,  belongs  to  the 
Mobilier  National,  except  Musicians  with  a  Bagpipe 
Player,  which  is  missing;  one  piece  is  in  the  Palais  de 
Compiegne  and  four  in  the  Louvre.  The  second  set,  to 
which  46  almost  certainly  belongs,  was  at  the  Trianon  in 
1789;  Musicians  with  a  Bagpipe  Player  is  in  the  Belgian 
Royal  Collection  at  Laeken,3  the  other  three  pieces  are 
missing.  Six  pieces  of  the  third,  made  between  1693  an<^ 
1705,  are  in  the  Louvre  (Coronation  of  Psyche  and  Cupid 
and  Psyche  Bathing)  and  the  Mobilier  National  (all  four 
music  and  dancing  subjects);  the  Festival  of  Psyche,  with 
Bacchus  was  destroyed  by  fire,  the  other  Festival  is  missing. 

Two  complete  sets  without  gold  were  woven  for  the 
king  in  the  eighteenth  century.  One  is  in  the  Mobilier 
National  and  the  Palais  de  Compiegne,  except  for  the  two 
dancing  subjects,  which  are  missing;  the  other  is  in  the 
Mobilier  National,  except  for  a  missing  Festival  of  Psyche, 
with  Bacchus.  Three  pieces  of  a  sixth  set,  also  without 


gold,  were  woven  between  1790  and  1795;  a  fourth  was 
begun  but  not  finished.4  One  of  these,  a  Musicians  with  a 
Lyre  Player ',  is  in  the  Mobilier  National;  the  other  two 
may  be  the  pieces  in  the  collection  of  the  duke  of  Alba, 
Madrid,  which  have  no  borders,5  or  these  may  be  from  a 
set  woven  by  Jans  for  the  king  of  Portugal  from  1727  to 
173 1.  This  consisted  of  the  two  Festivals  (called  the 
Hymen  de  Psyche  and  the  Festin  de  Psyche),  the  Shep- 
herds and  Shepherdesses  Dancing,  with,  probably,  the 
Dancing  Nymphs  (two  pieces  called  Danse  des  bergers) 
and  the  Musicians  with  a  Lyre  Player  (called  La  Musique  a 
gauche).  The  tapestries  were  described  in  the  contract  as 
made  from  original  drawings  owned  by  the  king  of 
France.6  Another  eighteenth-century  weaving,  without 
metal  thread,  for  a  private  purchaser,  is  represented  by  a 
Cupid  and  Psyche  Bathing  in  the  Shelswell- White  collec- 
tion, Bantry  House,  Ireland.7 

HISTORY 

For  the  history  of  the  series,  see  45. 

The  second  Giulio  Romano  set,  woven  between  1690  and 
1707,  was  delivered  to  the  Garde  Meuble  with  the  number 
126  in  1707.  It  was  at  the  Trianon  in  1789,  described  as 
"Complete,  belle  et  commence  a  passer.  Sert  chez  les  Princes 
et  aux  Fetes-Dieu."8 

In  the  collection  of  Mme  Lucie  Dekerm,  Paris.  Sold  at  her  home, 
April  27—30,  1885,  no.  109,  illus.  (in  part)  on  the  walls.  The 
original  borders  had  been  replaced  by  others  and  the  two 
Festivals  made  narrower  by  turning  under  at  the  sides. 

In  the  collection  of  Michel  Ephrussi,  Paris,  in  1903  ? 

Probably  in  the  collection  of  E.  J.  Berwind,  "The  Elms,"  New- 
port, Rhode  Island,  in  1904. 

Given  to  the  MM  A  by  Julia  A.  Berwind,  1953. 

PUBLICATIONS 
See  45. 

46a  The  Festival  of  Psyche, 
with  Mercury 

DESCRIPTION 

Mercury,  wearing  a  dull  yellow  cap  with  white  wings 
and  yellow,  blue,  and  pink  sandals  with  pink  and  white 
wings,  sits  on  a  pink  and  red  cushion  with  a  pink  and 
yellow  tassel  on  a  brown  stool.  He  has  a  scarlet  cloak  with 
a  border  ornamented  in  yellow  and  metal  thread  and 


holds  a  dull  yellow-brown  caduceus  with  yellow  wings.  A 
fair-haired  woman  in  pale  blue  and  yellow  kneels  in  front 
of  him,  offering  red,  pink,  yellow,  and  white  flowers;  an- 
other, in  pale  orange  decorated  in  blue  and  with  a  blue 
belt,  reclines  beside  him,  resting  her  elbow  on  his  stool. 
The  heads  of  two  others,  one  in  purple  with  yellow  ears  of 
grain  in  her  hair,  the  other  in  dark  blue,  are  visible,  and  a 
standing  girl  in  purple,  holding  a  large  brown  branch  with 
blue-green  leaves  over  her  shoulder,  completes  the  group. 
On  the  right,  an  elderly  red-nosed  man  with  a  wreath  of 
green  vine  leaves  holds  a  brown  wineskin  on  his  shoulder; 
he  wears  dark  red  drapery.  Behind  him,  a  young  satyr  in  a 
pale  brown  animal  skin  holds  a  pale  gray  and  dark  blue 
glass  flask  in  his  right  hand  and  grasps  another  with  his  left 
as  it  stands  in  a  large  red-brown  and  pale  yellow  bowl 
filled  with  blue,  green,  and  pink  grapes.  Behind  him  is  a 
pale  yellow  and  brown  elephant  with  red  eyes  and  pink 
and  dull  yellow  trappings,  its  keeper  in  blue  behind  it.  On 
the  right  is  an  arbor  with  blue-green,  pale  yellow,  and 
red-tipped  leaves,  some  of  them  grape  leaves,  with  red, 
pink,  lavender,  blue,  and  pale  yellow  flower  garlands  and 
a  pale  yellow  and  brown  cloth  hung  over  a  leaf-covered 
beam.  Below  is  a  sideboard  with  several  shelves  holding 
highly  ornamented  red-brown,  yellow,  and  gray  plates, 
ewers,  jars,  and  cups.  All  the  shelves  are  covered  with  a 
richly  decorated  dark  blue,  dark  dull  yellow,  and  orange 
cloth.  On  a  brown  stool  at  the  base  is  an  elaborate  dull 
yellow  and  orange  vessel,  with  figures  of  sea  beings,  and 
on  the  ground  a  red-brown  and  dull  yellow  wine  cooler 
with  a  pale  yellow  flask  in  it.  A  yellow-brown  basket  filled 
with  festoons  of  red,  pink,  white,  yellow,  and  blue  flowers 
stands  beside  it.  On  the  far  left  is  an  old  woman  in  a  white 
and  pale  blue  head  covering  and  purple  dress,  with  a  red 
belt,  leaning  on  a  pale  brown  stick  and  carrying  a  dull 
yellow-brown  basket  of  green,  pale  blue,  and  white  vege- 
tables. A  bearded  man  in  a  dull  yellow-gray  tunic  and  red 
belt  stands  beside  her.  Black,  brown,  gray,  and  greenish 
rocks,  partly  covered  with  blue-green  and  pale  yellow 
leaves  and  bushes,  rise  behind  them.  There  is  a  vine  with 
red-tipped  leaves  and  purple  grapes,  a  convolvulus  with 
blue  flowers,  and  another  creeper  with  red  ones.  At  the 
man's  back  is  a  low  red-brown  and  gray  altar  with  a  red 
and  white  fire  on  it.  In  the  middle  distance  between  this 
couple  and  the  central  figures  is  a  young  woman  in  a 
lavender-pink  dress  and  blue  cloak  and  hair  ribbons  carry- 
ing a  pale  brown  basket  filled  with  dead  birds  and  holding 
a  stick  over  her  shoulder;  on  the  stick  are  slung  the  bodies 
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Details  of  46a 


of  a  pale-brown  hare  and  two  blue-headed  pheasants.  A 
pale  gray  dog  walks  beside  her.  Behind  her,  a  dark  gray 
donkey  with  a  pink  burden  and  a  man  in  blue  are  partly 
visible  and,  in  the  distance,  a  woman  milking  a  yellow- 
gray  cow.  Farther  to  the  right  are  two  yellow-gray  camels 
emerging  from  a  group  of  pale  yellow-green  trees.  One 
bears  a  dark  gray  bundle  and  is  accompanied  by  two  men 
on  foot  in  pink,  yellow,  and  blue;  the  other  has  a  single 
rider.  In  the  pinkish  yellow  clouds  above  is  a  nude  Wind 


with  blue  and  yellow-gray  wings,  blowing  a  brown  trum- 
pet. A  lake  and  mountains  in  shades  of  pale  blue  and 
yellow  are  seen  in  the  distance.  The  foreground  is  in 
shades  of  brown,  green,  pale  yellow,  and  gray,  with  blue- 
green  and  pale  yellow  plants.  A  pile  of  fruit,  including 
yellow-green  and  pink  melons,  red  and  yellow  peaches, 
blue,  red,  and  pink  grapes,  red  and  pale  yellow  pears,  and 
red  cherries,  lies  beside  Mercury's  stool. 
Metal  thread  is  very  sparingly  used. 
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CONDITION 


RELATED  TAPESTRIES 


The  added  coverings  of  nudities  are  the  bosom  of  the 
kneeling  girl,  Mercury's  pale  yellow  drapery,  and  part  of 
the  upper  garment  of  the  girl  with  a  branch  on  her  shoul- 
der. 

There  are  substantial  areas  of  repair  with  large  intro- 
duced patches  in  the  sky  and  smaller  ones  elsewhere.  Bare 
warps  are  apparent  in  dark  passages,  especially  in  Vul- 
can's costume.  A  vertical  rent  from  the  wineskin  on  the 
right  to  the  border  has  been  mended. 

SUBJECT 

The  subject  of  the  Giulio  Romano  fresco  (fig.  28)  in  the 
Sala  di  Psiche  of  the  Palazzo  del  Te  at  Mantua,  from  which 
this  tapestry  and  46b  are  eventually  derived,  is  usually 
described  as  the  preparations  for  the  wedding  feast  of 
Psyche.10  The  seated  god  in  the  fresco  is  Apollo,  not  Mer- 
cury. The  old  woman  on  the  left  is  the  storyteller,  accord- 
ing to  Apuleius's  Golden  Ass,  the  source  of  the  story,  and 
the  god  next  to  her  is  Vulcan,  who,  the  author  says,  "pre- 
pared supper." 

SOURCE  OF  THE  DESIGN 

Any  one  of  three  drawings  in  the  Louvre  (nos.  3776, 
3679  [fig.  29],  and  3680)  might  have  been  the  one  selected 
to  form  the  basis  of  the  design.  But  none  of  them  and  no 
known  engravings  contain  all  the  elements  of  the  fresco 
that  are  reproduced  in  the  tapestry,  such  as  the  woman 
carrying  game.  The  painting  by  Houasse  is  in  the  Louvre; 
the  artist  added  the  altar,  the  pile  of  fruit,  the  ornamented 
cloth  on  the  sideboard,  and  other  enrichments.  The  can- 
vas in  its  present  condition  does  not  show  as  much  of  the 
design  on  the  right  as  is  seen  in  the  tapestry,  ending  at  the 
edge  of  the  arbor,  so  that  only  part  of  the  elephant  is 
included.  The  nudities  are  covered  in  the  painting. 

WEAVER  AND  DATE 

As  the  other  three  pieces  of  46  are  from  the  second 
weaving,  it  seems  almost  certain  that  this  tapestry  comes 
from  the  same  set.  In  this  case,  it  was  woven  in  Jean  Jans's 
workshop  between  1689  and  1692. 


The  subject  was  woven  six  times  at  the  Gobelins.  The 
extant  examples  in  addition  to  46a  are  those  from  the  first 
set  by  Jans,  1686-93,  in  the  Louvre,11  and  from  the  fourth 
and  fifth  by  Monmerque,  1733-41,  in  the  Mobilier  Na- 
tional.12 The  Louvre  piece  is  an  almost  exact  duplicate  of 
46a,  but  the  eighteenth-century  examples  have  the  com- 
position extended  on  the  right,  so  that  more  of  the  plate  on 
the  sideboard,  which  appears  on  the  far  left  of  46b,  is 
visible.  They  are  also  slightly  less  high,  but  otherwise  have 
exactly  the  same  design  as  the  earlier  versions. 

The  subject  was  included  in  the  set  made  for  the  king  of 
Portugal,  1727-31. 


46a 


f  i  g.  28.  Marriage  Feast  of  Cupid  and  Psyche,  by  Giulio  Romano  and 
assistants.  Fresco.  Palazzo  del  Te,  Sala  di  Psiche,  Mantua. 
Photo:  Alinari/Art  Resource,  New  York. 

fig.  29.  Marriage  Feast  of  Cupid  and  Psyche,  by  Giulio  Romano  or 
assistant.  Drawing.  Louvre,  Cabinet  des  Dessins,  Paris  (inv. 
no.  3679).  Photo:  Musees  Nationaux. 
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46b  The  Festival  of  Psyche, 
with  Bacchus 

DESCRIPTION 

Psyche,  wearing  a  very  pale  dull  yellow  robe  tied  with  a 
red  ribbon,  reclines  on  a  massive  brown  and  dull  yellow 
couch;  a  pale  pink  cloth  with  a  dark  pink  lining  and  gold- 
embroidered  border  and  fringe  is  spread  under  her  and  she 
rests  her  arm  on  a  pale  yellow  cushion.  Cupid,  who  has 
dark  blue  and  brown  wings  and  a  blue  drapery  over  his 
loins,  lies  beside  her  and  a  small  nude  child  (Voluptas)  is 
seen  between  them.  Another,  with  pale  yellow  butterfly 
wings  and  dark  pink  drapery,  holds  green  and  red  wreaths 
over  their  heads.  The  couch  is  ornamented  with  a  sphinx 
at  the  corner  and  a  half-concealed  horned  mask.  A  black 
and  white  spaniel  lies  on  the  drapery  underneath  it.  On  the 
right  a  girl  in  a  blue  robe  holds  a  dull  yellow  platter,  while 
another  in  dull  yellow-brown  pours  water  from  a  ewer 
onto  Cupid's  outstretched  hand.  On  the  left,  Bacchus, 
wearing  a  wreath  of  green  leaves  and  red  grapes,  and  pale 
brown  drapery,  places  one  hand  on  the  head  of  a  dark 
gray  goat.  Silenus  sprawls  on  a  bench  beside  him;  he  has  a 

fig.  30.  Festin  des  noces  de  Psiche,  a  gauche,  by  Bon  Boulogne.  Oil 
on  canvas.  Musee  d' Arras. 


wreath  and  is  dressed  in  pale  brown  fur.  He  places  one 
hand  on  a  pale  red-brown  ewer  and  embraces  a  young 
satyr  with  brown  furry  legs  with  the  other.  A  dark  brown 
goat  is  partly  visible  under  the  bench.  In  the  far  left  fore- 
ground, a  child  satyr  bestrides  a  pale  yellow-brown,  spot- 
ted feline,  the  head  of  whose  red-eyed,  red-tongued  mate 
is  seen  beside  it.  Behind  Silenus,  a  bearded  satyr  holds  the 
head  of  a  dark  brown  and  gray  donkey  and  a  black  man 
that  of  a  pale  yellow-gray  camel. 

Bacchus  rests  one  hand  on  the  shelf  of  a  sideboard  that 
displays  an  array  of  dull  yellow,  gray,  and  greenish  plates, 
ewers,  vases,  and  cups,  one  shaped  like  a  duck  and  an- 
other, on  the  lowest  shelf,  that  is  dark  blue;  the  lowest 
shelf  is  covered  with  a  rich  gold-ornamented  fabric  in 
lavender-pink  and  blue.  The  sideboard  is  placed  under  a 
leafy  arbor,  festooned  with  red,  pink,  and  white  flower 
garlands.  A  large  green  and  brown  tree  with  a  grapevine 
twining  around  its  trunk  and  branches  rises  in  the  center 
of  the  composition.  In  the  middle  distance  on  the  right, 
four  satyrs  are  preparing  to  sacrifice  a  dark  brown  goat  on 
a  flaming  altar  in  front  of  a  white  male  statue.  One  holds 
the  animal,  one  has  two  torches,  one  blows  a  trumpet,  and 
the  fourth  carries  fuel.  The  sky  is  pale  blue  fading  to  white, 
with  lakes  and  distant  hills  seen  below  it  in  the  center, 
cliffs  and  trees  on  the  right.  The  foreground  shows  red, 
purple,  and  pale  yellow  grapes  and  blue-green  and  yellow- 
ish leaves.  Under  Silenus's  feet  is  a  dull  gray  and  reddish 
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bowl  filled  with  blue  and  pale  yellow  grapes  and  red, 
green,  and  pale  yellow  grape  leaves. 

CONDITION 

The  draperies  added  to  cover  nudities  include  those 
over  Bacchus's  left  side,  Silenus's  right  shoulder,  Psyche's 
left  shoulder  and  most  of  her  body,  and  Cupid's  blue  gar- 
ment. 


There  are  rewoven  passages  in  many  silk  areas,  espe- 
cially in  the  sky  and  distant  landscape.  There  are  small 
patches  of  repair  and  occasional  bare  warps. 

SUBJECT 

The  right  side  of  the  south  wall  of  the  Sala  di  Psiche  in 
the  Palazzo  del  Te,  Mantua,  reproduced  in  46b  (fig.  28), 
shows  Cupid  and  Psyche  on  their  nuptial  couch  with  their 


301 


fig.  31.  Marriage  Feast  of  Cupid  and  Psyche^  by  Giulio  Romano  or 
asistant.  Drawing.  Louvre,  Cabinet  des  Dessins,  Paris  (inv. 
no.  3681).  Photo:  Musees  Nationaux. 


child,  Voluptas,  between  them.  The  dog  is  a  symbol  of 
married  love.  The  two  figures  at  the  foot  of  the  couch  have 
been  identified  as  Juno  and  Ceres.13 

SOURCE  OF  THE  DESIGN 

Any  one  of  three  drawings  in  the  Louvre  (nos.  3681  [fig. 
3 1  ],  3682,  3683)  might  be  that  selected  to  form  the  basis 
of  the  design.  But  there  are  elements  of  Giulio  Romano's 
fresco  in  the  tapestry  that  do  not  appear  in  the  drawings  or 
in  engravings  after  the  original,  such  as  the  black  man 
holding  the  camel.  The  painting  by  Bon  Boulogne  is  in  the 
Arras  Museum  (fig.  30);  the  artist  added  the  foreground 
details  and  a  figure  on  the  far  right  that  is  not  included  in 
the  tapestry.  The  nudities  are  covered. 

WEAVER  AND  DATE 

As  the  tapestry  of  this  subject  from  the  first  weaving 
belongs  to  the  Mobilier  National  and  that  from  the  third, 
having  been  sent  to  Brussels  in  1808,  was  later  destroyed 


by  fire,14  46b  must  be  from  the  second  set  and  have  been 
woven  in  Jean  Jans's  workshop  between  1689  and  1692. 

RELATED  TAPESTRIES 

The  subject  was  woven  six  times.  The  extant  examples 
are  those  from  the  first  set  and  woven  by  Jans,  1686—90, 
owned  by  the  Mobilier  National,15  and  from  the  fourth, 
by  Monmerque,  1737-41,  in  the  Palais  de  Compiegne. 
The  latter  shows  the  extra  figure  on  the  far  right  that 
appears  in  Bon  Boulogne's  painting.16 

A  reversed  copy  was  made  by  Braquenie  in  1894  to 
replace  the  piece  destroyed  at  Laeken.17 

The  subject  was  included  in  the  set  made  for  the  king  of 
Portugal,  1727-31. 


46c  Cupid  and  Psyche  Bathing 

DESCRIPTION 

The  fair-haired  Cupid  has  large  dull  pale  pink  wings.  A 
boy  is  removing  his  red  cloak  and  behind  him  another, 
with  pink  wings,  holds  a  bright  pink  cloth  over  his  head; 
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the  former  has  red  drapery  slung  at  his  back,  the  other  has 
a  dark  red-purple  garment.  Psyche  wears  a  green  wreath 
with  flowers  and  a  pale  yellow-pink  robe  with  red  jewels; 
she  holds  a  blue  cloth  in  her  right  hand.  She  is  attended  by 
six  children,  three  of  them  with  dull  pink  and  yellow  wings. 
The  one  who  washes  her  leg  wears  a  red  band  around  his 
head  and  orange  drapery.  One,  flying,  empties  water  from 
a  dull  yellow  jar  onto  a  dish  held  by  a  child  kneeling  on  the 
rim  of  the  pool;  the  flying  child  has  red  and  pink  drapery 


and  a  blue  ribbon  in  his  hair.  The  kneeling  child  has  a 
piece  of  red  drapery  behind  him,  and  the  one  sitting  on  a 
rock,  holding  a  small  saucer  and  vial,  has  dark  blue 
drapery.  The  shallow  pool  is  filled  with  blue-gray  water 
with  white  foam  and  has  a  flat  pink,  gray,  and  brown 
marble  rim;  water  pours  out  through  a  brown  lion-mask 
in  the  foreground.  A  piece  of  richly  ornamented  blue, 
brown,  black,  tan,  and  red  cloth  lies  partly  over  the  rim. 
At  the  lower  left  is  a  dull  and  pale  brown  chest  with 
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fig.  32.  Bath  of  Mars  and  Venus ,  by  Giulio  Romano  and  assistant. 
Fresco.  Palazzo  del  Te,  Sala  di  Psiche,  Mantua.  Photo: 
Alinari/Art  Resource,  New  York. 


claw  feet  and  a  ram's  head  at  the  corner.  A  pink,  blue- 
gray,  and  yellow  arrow-filled  quiver  and  a  bow  are  leaned 
against  it  and  it  is  partly  covered  with  a  blue  cloth.  At  the 
lower  right  is  a  dull  yellow  table  with  animal  hoofs  on  its 
legs;  a  red  cloth  is  thrown  half  over  it,  on  which  stands  a 
large  dull  yellow  ewer  with  a  female  figure  as  a  handle  and 
a  satyr  mask  on  the  side.  A  floral  festoon,  mostly  red  and 
white  roses,  lies  alongside  and  is  wrapped  around  the  pale 
brown  trunk  and  branches  of  a  large  tree  with  green  and 
yellow  leaves  that  reaches  the  upper  right  corner  of  the 
tapestry.  The  background  is  chiefly  formed  of  gray  and 


brown  rocks,  with  an  opening  in  the  center  showing  a  pale 
blue  and  white  sky  and  some  bushes.  On  the  left  are  vines 
and  a  lilac  bush  with  purple  and  white  flowers.  There  are  a 
number  of  green,  yellow,  and  red  plants  in  the  foreground. 


CONDITION 

Areas  of  repair  occur  throughout,  especially  in  the 
lighter  silk  passages,  such  as  Cupid's  left  wing,  the  rim  of 
the  basin,  the  wing  of  the  child  kneeling  on  the  rim,  and 
the  scarf  of  the  boy  below.  Bare  warps  are  noticeable  in 
the  water.  The  drapery  in  front  of  Cupid's  body  is  an 
addition.  Some  cuts  and  joins  of  small  areas  appear  to 
have  been  made,  particularly  in  the  lilac  bush. 


SUBJECT 

The  story  of  Cupid  and  Psyche  does  not  contain  a  joint 
bathing  scene.  Psyche  took  a  bath,  alone  except  for  invisi- 
ble attendants,  when  she  first  came  to  his  palace. 


SOURCE  OF  THE  DESIGN 

Neither  the  Italian  sixteenth-century  drawing  nor  the 
painting  by  Charles  Francois  Poerson  has  been  located, 
but  the  ultimate  source  of  the  design  is  a  fresco  by  Giulio 
Romano  in  the  Sala  di  Psiche  of  the  Palazzo  del  Te  at 
Mantua  (fig.  32).  This  shows  Mars,  attended  by  amoretti, 
in  a  bath  with  Venus;  some  of  his  discarded  armor  is  seen 
on  the  ground.18 


WEAVER  AND  DATE 

As  the  other  two  weavings  of  this  design  that  contain 
gold  thread  are  in  the  Palais  de  Compiegne  and  the  Louvre, 
this  piece  must  be  from  the  second  set  and  have  been 
woven  between  November  12,  1692,  and  July  1700  by 
Jans. 


RELATED  TAPESTRIES 

The  subject  was  woven  at  least  seven  times  at  the  Gobe- 
lins. The  example  from  the  first  set,  by  Lefebvre,  1688— 
93,  is  in  the  Palais  de  Compiegne;  that  from  the  third,.by 
Lefebvre,  1700-05,  in  the  Louvre;19  those  from  the  fourth 
and  fifth,  by  Monmerque,  1737-40,  are  in  the  Mobilier 
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National.  The  sixth  may  be  the  piece  owned  by  the  duke  of 
Alba.  An  example  from  a  private  commission  is  in  the 
Shelswell- White  collection,  Bantry  House,  Ireland;  it  is 
narrower  than  46c,  the  right  border  cutting  through  the 
wing  of  the  child  catching  water  in  a  dish.20  The  piece  in 
the  Louvre  is  an  almost  exact  duplicate  of  46c;  a  Mon- 
merque  example  shows  the  composition  extended  slightly 
on  the  right.21 

A  nineteenth-century  copy  marked  "LP  Aubusson"  was 
sold  at  Parke-Bernet,  New  York,  March  16,  1968,  no. 

153- 

EXHIBITION 

New  York,  MMA,  1970.  Masterpeices  of  Fifty  Centuries,  cat. 
no.  300. 


46d  Shepherds  and  Shepherdesses 
Dancing 

DESCRIPTION 

Three  men  and  three  women  are  seen  dancing  in  a  ring 
at  the  edge  of  a  wood.  The  fair-haired  woman  in  the  center 
has  a  blue  and  white  dress  and  a  pink  and  red  cloak.  The 
man  on  the  left  has  brown  hair  and  wears  a  cream  and 
orange  tunic  with  a  pink  decorated  border,  a  striped  red, 
brown,  and  blue  scarf  around  his  waist,  and  pale  and  dark 
green  leggings.  Next  to  him  is  a  woman  in  a  blue  dress 
with  pink  highlights,  a  green  blouse,  pink  sleeves,  dark 
pink  cloak,  and  a  dark  green  fringed  wrap  around  her 
hips.  She  holds  the  hand  of  a  bearded  man  with  light 
brown  hair,  dressed  in  a  blue  shirt,  red  cloak,  and  pink 
leggings.  On  the  right,  in  the  foreground,  a  woman  with  a 
pale  blue  ribbon  in  her  fair  hair  holds  pink  roses  in  her 
right  hand.  Her  dress  is  pink,  with  a  blue  ornamented 
border;  a  red,  blue,  and  pale  pink  striped  shawl  covers  her 
left  shoulder  and  is  tied  under  her  right  arm.  Behind  her  is 
a  fair-haired  man  in  a  green  and  pale  pink  costume,  with 
dull  red  leggings. 

In  the  foreground  on  the  left,  above  a  blue  and  gray 
pool,  are  pale  blue,  cream,  and  dull  orange-brown  drap- 
eries, a  brown  club,  a  wreath  of  red,  pink,  and  blue  flow- 


ers, and  a  tambourine,  panpipes,  cymbals,  a  shawm,  a 
triangle,  and  perhaps  a  bagpipe,  in  shades  of  gray,  brown, 
and  black,  with  silver  thread.  In  the  upper  right  corner  is  a 
blue,  brown,  green,  and  yellow  peacock,  standing  on  a 
ledge  in  front  of  a  large  dull  yellow  urn.  The  upper  part  of 
the  tapestry  and  the  right  side  are  filled  with  a  mass  of 
foliage,  flowers,  and  fruit  in  shades  of  green,  yellow,  red, 
pink,  blue,  white,  and  lavender.  The  sky  is  pale  blue 
above,  with  yellow-gray  clouds  and  a  darker  gray  and  blue 
below.  The  foreground  is  in  shades  of  dull  green,  gray,  and 
brown,  with  scattered  flowers,  fruit,  and  growing  plants 
in  greens,  blues,  reds,  pinks,  whites,  and  yellows.  Roses, 
raspberries,  hollyhocks,  lilacs,  and  other  flowers  can  be 
distinguished. 

CONDITION 

There  are  substantial  worn  areas  and  some  crude  re- 
pairs on  the  left  side,  especially  in  the  sky  and  the  pile  of 
musical  instruments.  A  vertical  line  marks  where  the  tap- 
estry has  been  folded. 

SUBJECT 

The  tapestry  has  no  subject  and  there  is  nothing  to  indi- 
cate that  the  dancers  are  shepherds  and  shepherdesses. 
The  fresco  from  which  it  is  eventually  derived,  however, 
represents  the  effects  of  the  constellation  of  the  Goat  on 
those  born  when  it  rises,  such  as  music-loving  shepherds.22 

SOURCE  OF  THE  DESIGN 

The  Italian  sixteenth-century  drawing  has  not  been 
located,  but  it  must  have  been  connected  with  a  ceiling 
medallion  in  the  Sala  dei  Venti  of  the  Palazzo  del  Te  in 
Mantua  (fig.  33).  The  painting  by  Pierre  Monier  is  in  the 
Arras  Museum  (fig.  3 4). 23  The  musical  instruments  and 
drapery  are  not  seen  on  the  canvas,  where  their  place  is 
taken  by  plants  and  flowers. 

WEAVER  AND  DATE 

As  the  pieces  with  this  subject  from  the  first  and  third 
sets  are  in  the  Louvre  and  the  Mobilier  National,  this  piece 
must  be  from  the  second  set,  woven  between  1689  and 
1692  by  Lefebvre. 
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RELATED  TAPESTRIES 

The  subject  was  woven  six  times.  The  example  from  the 
first  set,  by  Jans,  1688-89,  *s  *n  the  Louvre;  that  from  the 
third,  by  Lefebvre,  1699— 1700,  in  the  Mobilier  Na- 
tional;24 that  from  the  fourth,  by  Jean  Lefebvre  the 
Younger  and  Monmerque,  1733-35,  m  the  Palais  de 


Compiegne;  that  from  the  fifth,  by  Monmerque,  1736- 
38,  in  the  Mobilier  National.25  The  tapestry  from  the 
third  set  is  an  exact  duplicate  of  46d,  that  from  the  fifth 
has  minute  variations  in  the  foliage  and  flowers. 

The  subject  was  included  in  the  set  made  for  the  king  of 
Portugal,  1727-31. 
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fig.  33.  The  Goat,  by  Giulio  Romano  and  Rinaldo  Montovano. 

Fresco.  Palazzo  del  Te,  Sala  dei  Venti,  Mantua.  Photo: 
Alinari/Art  Resource,  New  York. 
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fig.  34.  Danse  des  bergers  et  bergeres,  by  Pierre  Monier.  Oil  on  can- 
vas. Musee  d'Arras. 


4  7  The  Hunts  of  Maximilian 


Two  tapestries  from  a  set  of  twelve 

a  The  Arrival  at  the  Hunting  Lodge  or  April 
b  The  Final  Assault  on  the  Boar  or  December 

French  (Paris) ;  designed  probably  by  Bernaert  van  Orley  (c. 
1492—1541/42),  about  1 531;  woven  1692— 93,  in  the  basse- 
lisse  workshops  of  Jean  de  La  Croix  (fl.  1662-17 12),  Jean 
Baptiste  Mozin  (fl.  1 667-1693),  and  Dominique  de  La 
Croix  (fl.  1 69  2-1 7 3  7)  at  the  Gobelins  manufactory  for 
Louis  XIV. 

Wool  and  silk. 

47a  14  ft.  3  in.  x  17  ft.  3  in.  (4.34  m  x  5.26  m); 
47b  14  ft.  2  in.  x  17  ft.  2  in.  (4.32  mx  5.24  m). 
19—21  warps  per  inch,  8—9  per  centimeter. 
Harris  Brisbane  Dick  Fund,  1935  (35.74.1  [47b];  35.74.2 
[47a]). 

DESCRIPTION 

Each  tapestry  has  side  and  top  borders  of  plants,  birds, 
and  animals  in  natural  colors;  each  upper  border  has  an 
oval  medallion  with  a  heavy  red-brown  and  dull  yellow 
frame  containing  a  sign  of  the  zodiac  in  a  grisaille  render- 
ing of  the  same  colors.  The  lower  borders  show  gods  and 
sea  creatures  in  dull  yellow  and  red-brown  grisaille  on 
dark  red-brown  and  dull  yellow  grounds.  No  two  borders 
are  alike.  The  main  border  panels  are  enclosed  by  yellow, 
brown,  and  red-brown  bands  with  classical  ornament, 
simulating  a  carved  wooden  frame,  lit  from  the  upper  left. 
The  guards  are  red-brown. 

SUBJECT 

The  series  consists  of  twelve  scenes  connected  with 
hunting,  each  with  a  sign  of  the  zodiac  indicating  a  month 
of  the  year.  Views  of  Brussels  and  the  nearby  forest  of 
Soignes  are  seen  in  many  of  the  backgrounds,  and  the  date 
of  the  original  series  has  been  established  by  the  state  of 
construction  of  identifiable  buildings. 

SOURCE  OF  THE  DESIGNS 

The  sources  for  the  set  were  twelve  sixteenth-century 
Brussels  tapestries  that  belonged  to  Louis  XIV  and  are 
now  in  the  Louvre;  they  had  previously  been  owned  by 


Guise  family  and  so  are  also  known  as  the  Belles  Chasses 
de  Guise.  Twelve  drawings  in  the  Louvre,  two  in  the  Rijks- 
universiteit,  Leiden,  one  in  the  Szepmuveszeti  Muzeum, 
Budapest,  one  in  the  Kupferstichkabinett,  Berlin,  and  one 
in  the  British  Museum  are  related  to  these  tapestries.  They 
are  considered  to  be  by  Bernaert  van  Orley  or  his  work- 
shop; this  artist  is  named  in  seventeenth- century  docu- 
ments as  the  designer  of  the  series.1  The  set  to  which  47 
belongs  is  an  exact  copy,  including  the  borders;  it  was 
taken,  however,  not  from  the  Brussels  originals,  but  from 
an  earlier  Gobelins  set  copied  from  them.  This  is  proved 
by  the  reversed  word  "Spero"  in  the  Arrival  at  the  Hunt-, 
ing  Lodge;  the  earlier  Gobelins  tapestry,  a  mirror  image  of 
the  Brussels  original,  nevertheless  has  "Spero"  correctly 
written.  The  process  of  reproducing  this  copy  on  a  basse- 
lisse  loom  reversed  the  entire  design,  making  47a  an  exact 
copy  of  the  Brussels  original,  except  for  this  word.2 

WEAVER  AND  DATE 

These  tapestries  are  from  the  third  Gobelins  set,  the 
second  made  for  the  king,  woven  between  1691  and  1693 
by  Mozin  and  the  two  de  La  Croix.3 

RELATED  TAPESTRIES 

The  first  Gobelins  set  was  made  for  Colbert  at  an  uncer- 
tain date;  it  included  gold  thread  and  is  known  only  from 
the  inventory  taken  after  his  death  in  1683.  The  second, 
made  for  the  king  between  1685  and  1687,  has  no  gold 
and  the  designs  are  reversed;  all  the  pieces  except  March 
and  December  are  owned  by  the  Mobilier  National,  some 
of  them  being  at  Fontainebleau  and  at  Pau.  The  third  set, 
to  which  47  belongs,  was  also  made  for  the  king  and  has 
no  gold.  February  is  at  Fontainebleau,  March  and  August 
belong  to  the  city  of  Paris,4  November  is  in  the  Philadel- 
phia Museum  of  Art,5  and  July  (signed  "Miozin")  is  in  the 
Beaverbrook  Art  Gallery,  Fredericton,  New  Brunswick, 
Canada;  the  other  months  are  missing. 
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To  this  set  were  added  six  entrefenetres  with  details  of 
January September  (two),  October,  and  November  (two) 
from  a  set  of  twelve  that  were  woven  between  1704  and 
1708  and  constitute  the  fourth  set.  The  two  November 
entrefenetres  were  sold  at  Sotheby's,  London,  December 
15,  1961  (nos.  57,  58,  illus.);  they  are  signed  "L.  Croix. 
P."  and  both  have  labels  with  the  number  of  the  enlarged 
set  in  the  royal  inventory,  187.6  The  January  and  the  two 
September  entrefenetres  belong  to  the  Mobilier  National; 
October  is  missing.  The  other  six  entrefenetres  were 
added  to  the  first  set  of  the  Hunts  woven  for  the  king, 
number  186  in  his  inventory.  Four  belong  to  the  Mobilier 
National.  The  two  Novembers  (signed  "E.  Leblond") 
were  in  the  Chateau  de  Langeais  sale,  December  13—18, 
1886;  one  of  them  is  presumably  the  example  in  the  comte 
de  Gramont  sale,  Galerie  Jean  Charpentier,  Paris,  June  15, 
1934  (no.  97,  illus.),  when  it  was  said  to  be  from  the  sale  of 
the  due  de  G  . . . ,  Paris,  May  22, 1925  (no.  72).  This  piece 
or  the  other  November  entrefenetre  must  be  that  owned 
by  the  marquis  H.  de  Ganay  in  19 62. 7 

A  single  entrefenetre  of  September ',  made  1718-20 
(called  the  fifth  set),  belongs  to  the  Mobilier  National;  a 
set  of  fourteen  pieces,  made  for  Louis  XV  as  a  present  to 
the  due  de  Charost,  constitutes  the  sixth  set  and  has  not 
been  identified.  Three  other  sets  were  made  as  private 
commissions  about  the  same  time;  they  have  borders  of  an 
eighteenth-century  type  with  the  arms  of  their  owners.8 
Two  pieces  of  the  seventh  set  made  for  the  princesse  de 
Conti  have  been  recorded,  September,  formerly  in  the 
Double9  and  Vaile  collections,10  and  June,  formerly  in  the 
Martin  Le  Roy  collection;11  the  borders  (without  signs  of 
the  zodiac)  are  not  the  same  as  those  on  the  six  pieces  (the 
eighth  set)  made  for  the  due  d'Antin,  now  in  the  Chateau 
de  Pau.12 

The  complete  ninth  set  made  for  the  comte  de  Tou- 
louse, with  his  arms,  is  extant,  eight  pieces  in  the  Musee  de 
Conde,  Chantilly,  and  four  in  the  Musee  des  Beaux-Arts, 
Chartres;13  the  borders  are  the  same  as  those  on  the  Conti 
set,  except  that  the  signs  of  the  zodiac  appear  in  the  lower 
borders.14  An  apparently  unrecorded  set  (with  reversed 
compositions)  includes  a  January  (with  two  figures  from 


November)  sold  at  Parke-Bernet,  May  11, 1946  (no.  174, 
illus.),  and  June,  July,  and  October  in  the  Lady  Lever  Art 
Gallery,  Port  Sunlight.15  Two  entrefenetres  of  January 
and  September  with  similar  borders,  but  no  signs  of  the 
zodiac,  were  in  the  Lowengard  sale,  Galerie  Georges  Petit, 
Paris,  June  10,  1910  (nos.  23,  24,  illus.).  A  reversed  April 
sold  at  the  same  gallery,  June  14, 15, 1920  (see  47a),  may 
also  be  from  this  set. 

HISTORY 

The  set  was  ordered  on  November  27,  1691,  and  delivered  to 
the  Garde  Meuble  de  la  Couronne  in  1693,  w*tn  the  inven- 
tory number  172.  In  1708,  with  the  addition  of  six  entre- 
fenetres, it  was  given  the  number  187.  In  1789,  it  was  at 
Fontainebleau.16 

47a  and  b  were  probably  in  the  collection  of  Mme  d'Houde- 
mare  before  1903. 17 

In  the  collection  of  Mrs.  Whitelaw  Reid,  Purchase,  New  York. 
Sold,  American  Art  Association— Anderson  Galleries,  May 
14-18, 193  5,  nos.  950, 951,  illus.  Said  to  have  been  acquired 
from  A.  Doucet,  Paris,  1909.  Called  September  and  April. 

Acquired  for  the  MMA  in  1935,  from  French  &  Co.,  through 
the  Harris  Brisbane  Dick  Fund. 

PUBLICATIONS 

Fenaille.  Gobelins,  vol.  2,  p.  320.  Pieces  in  d'Houdemare  collec- 
tion described  without  identification  of  set  to  which  they 
belong. 

ArtNews  33  (June  1, 1935)  illus.  cover  [47a],  p.  12  [47b].  Said 
to  have  been  purchased  by  French  &c  Co.,  from  the  Whitelaw 
Reid  sale. 

MMA  Annual  Report  193  j,pp.  13,  31-32.  Mentioned  as  woven 
in  1692—93  after  earlier  designs  by  Bernaert  van  Orley. 

Remington,  Preston.  "Two  Gobelins  Tapestries."  MMA  Bulle- 
tin 30  (1935)  pp.  155—58,  figs.  1  and  2.  Called  April  and 
September,  set  identified;  man  attacking  boar  called  Emperor 
Maximilian. 

Phillips,  John  Goldsmith.  "The  Museum's  Collection  of  Re- 
naissance Tapestries."  MMA  Bulletin^  n.s.  6  (1947-48)  p. 
126.  Listed. 

Schneebalg-Perelman,  Sophie.  Les  Chasses  de  Maximilien, 
Brussels,  1982,  pp.  247,  275.  Mentioned. 
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47a  The  Arrival  at  the  Hunting  Lodge 
or  April 

DESCRIPTION 

In  the  center  foreground,  a  kennelman  in  a  crimson  cap, 
pink  jacket,  crimson  leg  coverings  tied  with  yellow  bands 
at  the  knees,  and  yellow-gray  shoes  holds  four  brown  and 
gray  hounds  on  ropes;18  a  blue  hunting  horn  with  a  brown 
mouth  and  tip  is  slung  at  his  side  from  a  blue  strap.  To  the 
left,  a  lady  sits  on  a  gray  horse;  she  wears  a  red  cap  over  a 
yellow  and  red  hairnet  and  a  dull  yellow-brown  dress  with 
long  dangling  red  sleeves  over  tight  blue  and  yellow  ones, 
and  holds  a  gray  and  brown  hawk  on  her  gloved  hand. 
The  horse  has  ornate  red  and  yellow  harness;  the  word 
spero,  in  reverse,  is  inscribed  on  the  saddlecloth.  A  man 
on  a  pale  brown  horse  with  blue  and  yellow  harness  is 
partly  seen  behind  her;  he  has  a  blue  cap  with  red  and 
yellow  plumes,  and  a  red  strap  over  his  shoulder.  He  car- 
ries a  long  thin  green  and  brown  leafless  branch.  A  man  on 
foot  runs  between  the  pair.  He  has  a  gray-brown  hat  with 
a  red  plume  over  a  netted  cap,  a  yellow-green  jacket  slashed 
with  dark  pink,  green  breeches  and  leg  coverings,  tied 
with  red  bands  above  the  knee,  and  dull  red  shoes  with 
brown  soles.  Below  his  raised  left  leg  is  a  gray  and  brown 
dog  and  behind  him  a  couple  on  a  gray-brown  horse  with 
blue  and  yellow  harness.  The  fair-haired  man  has  a  red  hat 
with  a  yellow  plume  and  a  blue  costume  with  red  leggings; 
the  woman  is  in  pink  with  yellow-gray  sleeves  and  a  red 
cap  with  a  yellow  plume  over  a  blue  and  yellow  net.  On 
the  right  are  two  men  on  horseback.  One,  on  a  brown 
horse  with  blue  and  yellow  harness,  including  a  huge  blue 
tassel,  has  a  red-feathered  hat,  a  blue  jacket  with  yellow 
stripes  worn  over  a  dull  pink  undergarment,  and  yellow- 
gray  leg  coverings;  the  other,  on  a  gray  horse  with  red  and 
yellow  harness,  also  has  a  red-feathered  hat,  dull  yellow 
jacket  with  a  blue  pattern,  a  red  strap  supporting  a  red  and 
blue  hunting  horn,  and  red-brown  leggings.  Beyond  them, 
another  rider,  in  dull  purple-red  with  a  blue  hat,  guides  his 
gray-brown  horse  down  a  hill;  a  man  in  blue  on  foot  is 
partly  visible  beside  him.  Two  large  oaks  with  brown, 
green,  and  gray  trunks  and  green  and  yellow  leaves  are 
seen  on  the  left  and  two  other  trees  in  the  center.  A  honey- 
suckle with  dull  pink  flowers  climbs  up  one  trunk  and 
there  are  two  birds  perched  among  the  leaves. 


In  the  background  are  many  buildings  in  pale  shades  of 
gray,  blue,  brown,  and  yellow.  The  numerous  figures  in 
the  open  spaces  are  in  much  the  same  colors;  many  of 
them  are  dressed  in  pale  blue.  On  the  left,  a  pack  of  large- 
eared  hounds,  like  those  in  the  foreground,  are  being 
watered  at  a  covered  well;  on  the  right  are  a  large  number 
of  greyhounds,  on  leashes  or  running  free,  with  many 
men,  on  foot  or  on  horseback.  At  the  far  right  is  a  farm 
wagon.  Fields  and  trees  in  pale  yellow-gray  and  pale  green 
are  seen  beyond  the  buildings.  The  sky  is  gray-blue  at  the 
top,  but  is  mostly  overcast  with  pale  yellow  and  yellow- 
gray  clouds.  There  are  two  flying  birds  near  the  central 
tree.  The  foreground  is  in  shades  of  gray,  green,  and  dull 
pale  yellow,  with  a  brown  and  green  tree  stump  and  a  bent 
tree  on  the  right.  There  are  many  plants  and  flowers,  in- 
cluding lilies  of  the  valley,  by  the  central  tree. 

The  lower  border  shows,  on  the  left,  two  mermen 
shooting  arrows  at  a  sea  monster  and  one  with  a  trident 
riding  a  sea  horse.  In  the  center,  one  is  pouring  liquid  from 
a  jar  and  one  is  drinking.  On  the  right,  two  are  blowing  a 
horn  and  a  trumpet  and  two  are  fighting  with  shield  and 
trident,  with  two  sea  horses  and  other  similar  figures.  The 
zodiac  sign  is  the  Bull.  The  upper  and  the  side  borders 
have  central  green  and  yellow  stems  almost  concealed  by 
leaves,  flowers,  and  fruit  in  red,  blue,  yellow,  white,  pink, 
lavender,  and  green,  with  pink  ribbons.  In  the  upper  bor- 
der there  are  two  rabbits  to  the  right  of  the  medallion  and 
a  snail  to  the  left.  Green  pea  pods,  white  lilies,  and  green 
gourds  can  be  distinguished.  The  left  border  has  a  pale 
gray  vase  at  the  bottom,  from  which  spring  white  lilies,  red 
roses,  and  other  flowers.  Higher  up  are  yellow  daffodils, 
green  and  yellow  gourds,  red  cherries,  red  and  green  pears, 
with  other  flowers  and  fruit  and  several  small  birds.  The 
right  border  has  a  yellow-gray  basket  at  the  base  with 
three  birds  just  above  it  and  another  selection  of  leaves, 
flowers,  and  fruit.  These  include  yellow-green  pomegran- 
ates with  red  seeds  and  blue  lupines.  There  is  a  large  dark 
blue  bird  near  the  top  and  several  small  ones. 

CONDITION 

The  entire  surface  shows  scattered  small  areas  of  repair. 
They  are  particularly  noticeable  on  the  right  shoulder  of 
the  man  holding  four  dogs,  on  the  gray  dog  nearest  the 
border,  in  the  distant  landscape,  and  in  the  sky  and  clouds. 
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SUBJECT 

The  Bull  of  the  medallion  identifies  the  month  as  April 
The  scene  has  been  given  various  names,  such  as  the  Re- 
turn from  the  Hunt,  or  Hawking.  In  this,  and  in  the  March 
tapestry  that  is  usally  thought  to  open  the  series,  some  of 
the  hunters  have  hawks,  but,  as  the  hounds  are  the  same  as 
those  seen  later  bringing  down  the  stag,  it  seems  more 
probable  that  a  stag  hunt  is  in  progress  throughout  the 
year  until  the  boar  hunt  begins.18  March  is  taken  as  the 
first  tapestry  of  the  series,  as  it  depicts  the  departure  of  the 
hunt  from  the  ducal  palace  in  Brussels,19  but  it  has  also 
been  suggested  that  February,  which  shows  the  interior  of 
the  palace,  is  the  real  beginning.20 

The  hunters  are  approaching  Bosvoorde  (Boitsfort), 
where  the  hounds  were  kept.21 

The  word  "Spero"  (I  hope)  has  been  thought  to  be 
related  to  the  motto  Sola  Spes  Mea  Deo  (My  hope  is  only 
in  God)  that  was  used  by  Mary  of  Hungary,  Regent  of  the 
Netherlands,  and  the  woman  with  the  hawk  has  been 
identified  as  this  princess.22 


SOURCE  OF  THE  DESIGN 

The  sixteenth-century  tapestry23  has  been  reproduced 
exactly.  Besides  the  reversal  of  the  word  "Spero,"  the  only 
differences  are  that  the  dog  in  the  lower  left  corner  has  his 
tail  completely  visible  and  the  clouds  are  slightly  altered. 

WEAVER  AND  DATE 

The  tapestry  was  woven  in  the  workshop  of  Jean  de  La 
Croix,  June  12, 1692,  to  1693. 

RELATED  TAPESTRIES 

The  April  of  the  first  Gobelins  set,  woven  before  1683, 
has  not  been  identified.  That  of  the  second  set,  1685-86, 
belongs  to  the  Mobilier  National.  The  subject  was  not 
included  in  the  fourth  and  fifth  sets.  The  sixth  set  of  1723— 
29  is  entirely  missing.  It  is  not  known  if  the  seventh  in- 
cluded an  April;  the  eighth  did  not.  The  April  of  the  ninth 
set,  made  for  the  comte  de  Toulouse  about  1735,  is  at 
Chantilly;  it  is  wider  on  the  left  and  does  not  include  the 
word  "Spero."  A  tapestry  showing  the  same  composition, 
reversed  and  adapted  to  an  upright  shape  by  the  omission 
of  the  man  with  four  hounds,  the  trees  behind  him,  and  the 


scene  by  the  well,  was  sold  at  the  Galerie  Georges  Petit, 
Paris,  June  14, 15, 1920  (no.  201,  illus.);  it  has  a  border  of 
eighteenth-century  type  with  the  zodiac  sign  at  each  side 
and  includes  the  word  "Spero,"  but  there  are  no  arms  or 
initials.  An  entrefenetre  with  the  missing  portion  of  this 
design  and  the  same  border,  except  for  the  zodiac  signs, 
was  sold  at  Christie's,  London,  July  14,  1977  (no.  36, 
illus.). 

47b  The  Final  Assault  on  the  Boar 
or  December 

DESCRIPTION 

A  prominently  placed  rider  directs  a  gray-blue  weapon 
with  a  yellow  hilt  at  a  pale  gray  and  brown  boar;  this 
weapon  is  of  an  unusual  type,  invented  specifically  for 
boar  hunting.24  The  man  wears  a  yellow  and  red  cap  over 
a  pink  head  covering  decorated  with  pearls,  a  red  jacket, 
with  a  pale  yellow  fur  collar,  decorated  in  yellow,  and  blue 
and  yellow  leg  armor  with  a  red  spur.  The  uppermost  of 
the  hounds  attacking  the  boar  is  pale  gray  and  wears  a 
blue  and  yellow  padded  coat  with  red  and  yellow  ties.25 
On  the  right  is  a  yellow-gray  dog  with  a  red  and  yellow 
collar  decorated  with  a  twisted  blue  belt  with  a  yellow 
buckle.  Below  is  a  gray  and  brown  hound  with  a  blue  and 
yellow  collar  showing  what  may  be  a  phoenix.  Two 
smaller  shaggy  dark  gray  terriers  jump  at  the  boar,  which 
has  downed  a  brown  and  gray  hound;  this  dog  has  a  red 
and  yellow  collar  with  a  double-headed  eagle,  and  the 
Pillars  of  Hercules,  joined  by  a  blue  ribbon,  with  the  flint 
and  steel  emblem  of  the  Golden  Fleece.  A  large  tree  is  seen 
between  the  emperor  and  the  boar;  its  blue  and  green 
trunk  is  covered  with  green  and  pale  yellow  ivy.  A  large 
gray  and  yellow  bird  perches  on  a  low  branch;  a  gray  and 
brown  squirrel  and  four  birds,  one  crested,  sit  on  the 
branches  above,  which  are  bare  except  for  a  few  reddish 
brown  leaves.  Behind  the  tree,  a  huntsman  in  pink  with  a 
red  cap  and  leggings  directs  a  blue  spear  at  the  boar  and, 
on  the  left,  two  others  run  up  with  heavy  pale  brown 
sticks.  The  one  in  front  has  a  blue  cap  over  a  red  and 
yellow  head  covering,  a  dark  pink  jacket  with  red  showing 
through  the  slashes,  red  leggings,  and  brown  and  yellow 
shoes.  He  has  a  red  and  yellow  hunting  horn  hanging  on  a 
strap  of  the  same  colors.  The  bare-headed  man  behind 
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him  has  a  pink  and  purple  jacket  and  green  leg  coverings. 
In  the  middle  distance  is  a  man  in  pale  pink,  yellow,  and 
blue  on  a  gray  horse;  a  man  in  the  same  colors  with  brown, 
standing  by  a  group  of  three  trees  and  blowing  a  horn;  two 
men  running  with  gray  dogs  on  leashes;  three  men  on  gray 
horses,  and  another  on  foot.  Farther  to  the  right  is  a  run- 
ning man  with  a  hound  on  a  leash  and  a  gray  boar  at- 
tacked by  two  gray  dogs.  In  the  middle  distance  on  the 
right  is  a  running  man  in  blue  with  a  red  horn  on  a  dark 
pink  strap  and  a  gray  long-eared  hound  on  a  red  leash;  an 
old  man  beside  him,  holding  a  stick;  a  rider  in  pale  yellow 
and  blue  on  a  gray  horse  with  red  and  yellow  harness,  and 
another  walking  figure  with  a  yellow  hat.  On  the  far  left 
are  tall  bare  trees  in  shades  of  green,  brown,  gray,  and  pale 
yellow. 

A  wintry  forest  is  seen  in  the  distance,  with  buildings  on 
the  right,  in  the  same  colors.  Snow  falls  from  a  dark  gray 
sky  on  the  right;  at  the  left  the  sky  is  pale  yellow-gray. 
Dark  green  holly  bushes  with  red  berries  are  visible  behind 
the  boar  and  the  hounds,  as  well  as  beside  the  gray  and 
brown  tree  stump  in  the  foreground.  Red-brown  bramble 
leaves  are  seen  on  the  left  and  in  the  center.  Other  stumps 
and  green  and  reddish  plants  are  scattered  on  the  ground, 
which  is  in  shades  of  green,  yellow,  brown,  and  gray. 

The  lower  border  shows  in  the  center  a  group  of  gods  at 
a  table,  including  Mercury  with  his  caduceus,  Neptune 
with  a  trident,  Jupiter  with  an  eagle,  and  a  flying  cupid. 
Elsewhere  there  are  mermen  and  mermaids  blowing 
horns,  carrying  vessels,  playing  with  dolphins,  and  riding 
sea  horses.  The  zodiac  sign  is  the  Scales,  held  by  a  cherub 
head.  The  dense  masses  of  leaves,  flowers,  and  fruit,  with 
pink  ribbons,  of  the  upper  border  include  red  cherries, 
pale  blue  grapes,  blue  and  purple  irises,  blue  and  green 
plums,  red  pinks,  red  and  pink  roses,  and  green  and  brown 
hazelnuts.  On  the  far  left,  a  small  animal  with  a  long,  thin 
tail  has  seized  a  bird;  there  are  two  other  birds  and  two 
gray-brown  squirrels.  On  the  right  are  other  birds,  one 
flying  with  outstretched  legs.  The  side  borders,  which  are 
not  the  same,  show  leaves,  flowers,  and  fruit  twined 
around  a  twisting,  scaled  green  and  yellow  stem,  which 
springs  from  a  yellow-gray  or  blue  vase  at  the  lower  cor- 
ners. Red  cherries,  red  and  green  pears,  blue  plums,  red 
pinks,  green  and  blue  gourds,  white  lilies,  red  roses,  green 
ears  of  wheat,  red  currants,  yellow  daffodils,  and  green 
and  yellow  hazelnuts  can  be  distinguished.  There  are  many 
small  birds  on  the  left  side  and  a  crested  one  standing  on  a 


handle  of  the  vase  on  the  right,  with  another  bird  above. 

CONDITION 

A  small  section  of  the  upper  border  near  the  left  corner 
has  been  entirely  rewoven  on  the  original  warps  and  shows 
as  a  paler  patch.  There  are  many  areas  of  repair  through- 
out, especially  on  the  most  prominent  horse  and  rider,  the 
boar's  head,  and  the  gray  dog  biting  it.  Yellow  silk  sec- 
tions are  much  reworked. 

SUBJECT 

The  Scales  of  the  medallion  identify  the  month  as  Sep- 
tember, but  the  subject  and  the  wintry  landscape  show 
that  it  is  December.  The  chief  huntsman  has  been  identi- 
fied as  the  emperor  Maximilian  or  his  brother  Ferdinand 
and  the  building  in  the  background  as  Drijborren  (Trois 
Fontaines)  or  a  now-vanished  sanctuary.  The  Pillars  of 
Hercules  on  a  dog's  collar  show  that  the  hounds  are  the 
imperial  pack,  as  this  was  a  device  of  Charles  V.26  A  dog 
trampled  by  a  boar  is  also  one  of  his  emblems.  The  hunts- 
man's action,  slowing  his  horse,  rising  in  his  stirrups,  and 
thrusting  at  the  boar  with  his  spear,  is  the  procedure 
recommended  in  Gaston  Phoebus's  Livre  de  la  Chasse 
(written  1387-91).27 

SOURCE  OF  THE  DESIGN 

The  sixteenth-century  tapestry  has  been  reproduced 
with  extraordinary  exactness,  except  for  the  upper  bor- 
der, which  has  been  taken  in  its  entirety  from  the  upper 
border  of  September,28 

WEAVER  AND  DATE 

The  tapestry  was  woven  in  the  workshop  of  Mozin  and 
Dominique  de  La  Croix,  July  2, 1692,  to  July  6, 1693. 

RELATED  TAPESTRIES 

The  Decembers  of  the  first,  second,  sixth,  and  seventh 
Gobelins  sets  have  not  been  identified;  the  subject  was  not 
included  in  the  fourth,  fifth,  and  eighth.  The  December  of 
the  ninth  set  is  at  Chantilly;  it  is  an  entrefenetre^  showing 
only  the  boar,  the  man  blowing  a  horn,  and  the  running 
man  with  the  dogs  behind.  It  has  the  correct  zodiac  sign  of 
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the  Goat.  An  example  showing  the  left  half  of  the  design 
only  (not  reversed)  was  sold  at  the  Galerie  Jean  Charpen- 
tier,  Paris,  May  22,  1933  (no.  124,  illus.),  and  June  9, 
1936  (no.  148,  illus.),  and  at  the  Hotel  Drouot,  May  31, 
1950  (no.  137,  illus.);  it  has  the  border  that  was  used  on 
the  eighth  set  (with  the  arms  of  the  due  d'Antin),29  with 
the  LL  of  the  French  king  in  the  upper  border  and  the 
zodiac  signs  of  October  and  December  at  the  sides. 

NOTES 

1.  Roger-A.  d'Hulst,  Flemish  Tapestries,  trans.  Frances  J.  Stillman 
(New  York,  1967)  pp.  171—82;  Gaston  Migeon,  Les  Tapisseries 
des  Chasses  de  Maximilien  (Paris,  1920)  passim;  Schneebalg- 
Perelman,  Chasses  de  Maximilien,  passim  (all  tapestries  and  related 
drawings  illustrated;  the  set  is  dated  1548-52,  the  designs  attrib- 
uted to  Francois  Borreman  and  Pieter  Coecke,  and  the  weaver  said 
to  have  been  Jan  Ghieteels);  Mary  an  Wynn  Ains  worth,  "Bernart 
van  Orley  as  a  Designer  of  Tapestry"  (Ph.D.  diss.,  Yale  University, 
New  Haven,  1982)  pp.  78-87  (drawings  attributed  to  van  Orley 
and  the  set  dated  1527—33). 

2.  Fenaille,  Gobelins,  vol.  2,  p.  307. 

3.  Remington,  "Two  Gobelins  Tapestries,"  pp.  155, 158. 

4.  Juliette  Niclausse,  Tapisseries  et  tapis  de  la  Ville  de  Paris  (Paris, 
1948)  nos.  24,  25,  pis.  xiii,  xiv. 
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7.  La  Chasse,  tapisseries  du  XVe  siecle  a  nos  jours,  exh.  cat.,  Arras 
Museum  (Arras,  1962)  no.  8,  illus. 

8.  Fenaille,  Gobelins,  vol.  2,  pp.  306-22. 

9.  Not  included  in  the  Double  sale,  Paris,  May  30-June  1,1881. 

10.  Fenaille,  Gobelins,  vol.  2,  p.  316. 

11.  J.  J.  Marquet  de  Vasselot,  Tapisseries  et  broderie,  vol.  4  of  Cata- 
logue raisonne  de  la  collection  Martin  Le  Roy  (Paris,  1908)  no.  14, 
illus. 

12.  Fenaille,  Gobelins,  vol.  2,  pp.  317,  318. 


13.  Fenaille,  Gobelins,  vol.  2,  pp.  318,  3 19. 

14.  Gustave  Macon,  Chantilly  et  le  Musee  Conde  (Paris,  19 10)  pi. 
facing  p.  264,  three  pieces  seen  in  gallery. 

1 5 .  Percy  Macquoid,  English  Furniture,  Tapestry  and  Needlework  of 
the  XVIth—XIXth  Centuries,  vol.  3  of  A  Record  of  the  Collection 
in  the  Lady  Lever  Art  Gallery,  Port  Sunlight  (London,  1928)  pp. 
104—07,  pis.  101, 102, 104. 

16.  Fenaille,  Gobelins,  vol.  2,  pp.  309,  310.  The  various  inventories 
cited  do  not  agree  on  the  locations  of  all  the  pieces  of  no.  187. 

17.  Fenaille,  Gobelins,  vol.  2,  p.  300.  She  owned  an  April  and  a  De- 
cember, 4  m  x  5.2  m.  Though  these  dimensions  are  smaller  than 
those  of  47,  it  is  possible  that  the  borders  may  have  been  partly 
turned  under.  These  pieces  are  described  as  having  the  early  border 
design,  the  word  "Spero"  on  April  reversed,  and  the  zodiac  sign  for 
September  on  December, 

18.  The  dogs  are  lymers,  or  trackhounds  (William  A.  Baillie-Grohman, 
Sport  in  Art  [London,  19 19]  p.  83,  note). 

19.  D'Hulst,  Flemish  Tapestries,  p.  171. 

20.  Fenaille,  Gobelins,  vol.  2,  p.  302,  A  gentleman  is  shown  bringing  in 
a  branch  on  which  a  stag  has  rubbed  its  antlers,  a  token  of  spring 
and  of  the  opening  of  the  deer-hunting  season. 

21.  D'Hulst,  Flemish  Tapestries,  p.  172. 

22.  Schneebalg-Perelman,  Chasses  de  Maximilien,  pp.  30,  32,  85. 

23.  Schneebalg-Perelman,  Chasses  de  Maximilien,  fig.  16. 

24.  Howard  L.  Blackmore,  Hunting  Weapons  (New  York,  1972)  pp. 
7-1 1.  A  spearhead  of  this  type  is  in  the  Metropolitan  Museum;  it 
has  a  boar  and  a  hound  engraved  on  the  crossbars  and  was  made  in 
Austria  in  the  late  fifteenth  century  (The  Secular  Spirit,  exh.  cat., 
MMA  [New  York,  1975]  no.  234,  illus.). 

25.  J.  G.  Mann,  "Dog  Armour,"  Country  Life  68  (October  18,  1930) 
p.  502,  fig.  2  (drawing  of  this  detail  from  the  Louvre  tapestry). 

26.  Schneebalg-Perelman,  Chasses  de  Maximilien,  pp.  53,  57,  167.  A 
drawing  in  Copenhagen  is  said  to  identify  the  site  as  Ter  Hulpen  in 
the  southern  part  of  the  Soignes  forest. 

27.  Ainsworth,  "Bernart  van  Orley,"  p.  95,  n.  51,  pp.  168,  169. 
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sioned the  set. 
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48  Diana  and  Actaeon 


From  a  set  of  six  or  more  subjects  from  Ovid's  Metamorphoses 


French  (Paris);  designed  before  1680  and  woven  in  the  late 
seventeenth  or  early  eighteenth  century  in  the  workshop  of 
Jean  Jans  the  Younger  (c.  1 644-1 723)  at  or  near  the 
Gobelins  manufactory. 

Weaver's  name. 

Wool  and  silk. 

10  ft.  10  in.  x  15  ft.  2  in.  (3.3  mx  4.62  m). 
20  warps  per  inch,  8  per  centimeter. 

Gift  of  Mrs.  George  S.  Amory,  in  memory  of  her  father  and 
mother,  Mr.  and  Mrs.  Amory  Sibley  Carhart,  1964 
(64.208). 

DESCRIPTION 

The  fair-haired  Diana  stands  in  a  pool  of  dark  blue-gray 
water.  She  has  a  red  and  yellow  headdress,  a  pearl  earring, 
and  a  yellow  armlet.  Two  nymphs  attending  her  hold  blue 
and  brown  draperies;  the  foremost  wears  a  dull  orange 
drapery.  A  third,  on  the  right,  has  a  red  drapery  and  a 
spotted  animal  skin,  and  a  fourth,  on  the  far  right,  has  red 
hair  and  dark  green  and  blue  drapery.  The  nymph  in  the 
center,  farther  away,  has  brown  hair  and  yellow-brown 
draperies.  Beside  her  is  a  brown  bow  and  a  pile  of  game 
which  includes  a  brown  rabbit  and  a  red-brown  bird  with 
a  blue  head.  The  fair-haired  Actaeon  has  a  bright  blue 
tunic,  a  brown  animal  skin  draped  around  him,  a  bright 
red  cloak,  pink  leggings,  and  yellow  sandals.  Three  brown 
and  gray  dogs  on  the  left  and  a  white  one  on  the  right  are 
about  to  attack  him.  Large  trees  with  brown  trunks  and 
foliage  in  strong  greens  and  blues  with  dull  yellows  are 
seen  on  the  left,  with  a  brown  hawk  in  flight  near  the 
center.  The  cliffs  and  bushes  on  the  right  are  in  shades  of 
brown,  tan,  and  green,  with  two  goats  visible  on  a  rock. 
The  sky  is  pale  above  and  gray  below,  with  two  birds  and 
a  distant  landscape.  The  foreground  shows  a  large  plant 
with  blue-green  leaves  and  red  flowers  on  the  left,  an  iris 
with  dull  yellow  flowers  in  the  center. 


The  borders  have  narrow  inner  and  outer  bands  with 
classical  decoration.  The  ground  of  the  main  borders,  all 
different,  is  red-brown  and  cream,  covered  with  masses  of 
fruit  and  leaves,  with  many  small  birds  and  animals.  These 
include  purple,  blue,  yellow,  and  green  grapes;  red,  pink, 
and  yellow  peaches;  red  and  yellow  pomegranates  and 
currants;  red  pears,  apples,  and  cherries;  blue  plums;  and 
green  gourds.  The  monkeys  in  the  lower  corners  and  the 
upper  borders  are  brown  and  gray;  the  squirrels,  in  all 
four  borders,  are  red-brown  and  cream.  There  are  also 
red,  blue,  and  yellow  parrots,  blue  and  green  butterflies, 
and  small  birds  in  brown,  red,  blue,  purple,  and  green.  The 
guards  are  dark  blue,  inscribed  1  -  ians  •  in  yellow  in  the 
lower  right  corner  (see  detail).  Silk  is  lavishly  used,  espe- 
cially for  yellows  and  creams. 

CONDITION 

There  are  numerous  small  areas  of  repair,  especially  in 
the  white  dog,  the  lower  part  of  the  sky,  and  the  distant 
mountains,  particularly  in  silk  passages.  The  top  guard  is  a 
replacement.  A  narrow  section  at  the  top  has  been  sepa- 
rated and  reattached. 

SUBJECT 

The  metamorphosis  of  Actaeon,  who  had  unwittingly 
seen  Diana  bathing,  has  begun,  as  deer's  antlers  are 
sprouting  from  his  head.  The  series  includes  an  unknown 
number  of  metamorphoses  or  other  stories  of  the  gods; 
the  identified  subjects  are  Acis  and  Galatea  (two  scenes), 
Apollo  and  Daphne,  Apollo  and  Hyacinth,  Apollo  Killing 
the  Python,  Bacchus  and  Ariadne  (two  scenes),  Boreas 
and  Orithyia,  Cephalus  and  Procris,  Cupid  and  Psyche, 
Diana  and  Endymion,  Diana's  Return  from  the  Hunt, 
Europa  and  the  Bull,  Flora  and  Zephyr,  Jupiter  and 
Callisto,  Mercury  and  Argus,  Narcissus  and  Echo,  Pan 
and  Syrinx,  Venus  and  Adonis,  and,  possibly,  Vertumnus 
and  Pomona.  To  these,  a  scene  from  Tasso  oiRinaldo  and 
Armida  was  often  added.  The  series  was  certainly  never 
woven  as  a  whole. 


SOURCE  OF  THE  DESIGN 

The  tapestries  of  this  series  fall  into  two  groups:  seven 
subjects  known  to  have  been  first  woven  before  1684,  and 
some  fifteen  others,  some  of  them  after  paintings  paid  for 
in  1 704-06. 1  48  is  one  of  the  first  seven;  there  is  no  evi- 
dence identifying  its  designer,  but  of  the  tapestries  of  this 
group,  Acts  and  Galatea  (Polyphemus  looking  at  the  lov- 


ers) is  after  a  painting  by  Charles  de  La  Fosse  in  the  Prado2 
and  Bacchus  Crowning  Ariadne  is  related  to  a  painting  by 
the  same  artist  in  the  Musee  des  Beaux-Arts,  Dijon.3  The 
painters  of  the  later  additions  to  the  series  were  Louis  de 
Boulogne,  Nicolas  Bertin,  Antoine  Coypel,  and  Charles  de 
La  Fosse. 
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WEAVER  AND  DATE 

Jean  Jans  the  Younger  succeeded  his  father,  also  called 
Jan  (Jean)  Jans,  as  head  of  the  first  haute-lisse  workshop  at 
the  Gobelins  in  1668  and  held  this  position  until  1723.  He 
is  also  recorded  in  1694  as  having  a  private  workshop 
outside  the  Gobelins  called  Le  Grand  Louis.4  So  many 
tapestries  of  the  Metamorphoses  are  known  in  two  ver- 
sions, one  reversed  from  the  other,  that  quite  possibly  this 
workshop  included  basse-lisse  looms;  their  products  would 
have  been  cheaper  and  so  more  attractive  to  private  cus- 
tomers. The  Metamorphoses  series  was  not  made  for  the 
king  in  the  usual  way,  though  he  bought  seven  pieces  of  it 
before  1684  and  commissioned  another  set  of  seven  woven 
between  1 714  and  1 720.  The  first  extant  weaving  that  can 
be  dated  was  of  four  pieces  made  for  the  fifth  earl  of  Exeter 
in  1680—81;  this  includes  a  Diana  and  Actaeon  (reversed 
from  48)  and  is  at  Burghley  House,  owned  by  Lady  Victoria 
Leatham.5  Of  the  other  five  identified  pieces  of  the  same 
set  as  48,  three  have  subjects  found  in  the  Burghley  House 
set.  The  borders  of  48  are  more  characteristic  of  the  late 
seventeenth  than  of  the  early  eighteenth  century. 


RELATED  TAPESTRIES 

Four  pieces  of  the  same  height  and  with  the  same  bor- 
ders, three  of  them  signed  Jans,  were  in  the  MM.  X  .  .  . 
sale,  19  avenue  d'lena,  Paris,  December  16,  1933  (nos. 
h— k,  illus.);  the  subjects  are  Boreas  and  Orithyia,  Bacchus 
Crowning  Ariadne,  Diana  and  Andymion,  and  Acis  and 
Galatea  (Polyphemus  turning  his  back).  The  Boreas  and 
Orithyia  and  Bacchus  Crowning  Ariadne  of  this  set  were 
in  the  M.  B. . .  sale,  Galerie  Jean  Charpentier,  June  9, 1936 
(nos.  146,  147,  one  illus.),  when  both  were  said  to  be 
signed  J.  Jans,  but  when  Boreas  was  sold  again  at  the 
Galerie  Charpentier,  March  24, 1955  (no.  115,  illus.),  no 
signature  was  mentioned  and  the  piece  was  attributed  to 
Beauvais.  An  Apollo  and  Daphne  of  the  same  set,  also 
signed  by  Jans,  was  in  the  sale  of  Mr.  and  Mrs.  Amory  S. 
Carhart  of  Tuxedo  Park,  at  Parke-Bernet,  New  York,  No- 
vember 21,  22, 1 94 1  (no.  445,  illus.;  described  as  Gouda, 
about  1660).  It  was  the  companion  piece  in  this  collection 
to  48,  which  was  not  included  in  the  sale;  it  was  later  in  the 
collection  of  Mrs.  Gaby  Salomon  of  Buenos  Aires,  sold  at 
Christie's,  London,  December  2, 1971  (no.  152,  illus.). 

Louis  XIV's  inventory  of  1684  included  as  number  92  a 
set  of  seven  Metamorphoses  tapestries  woven  by  Jans  and 
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Jean  Lefebvre;  the  subjects  named  are  Jupiter,  Diana  and 
Actaeon,  and  Apollo  and  Daphne.6  The  other  subjects, 
the  two  scenes  of  Acis  and  Galatea,  Bacchus  Crowning 
Ariadne,  and  Pan  and  Syrinx,  are  known  from  the  four 
pieces  of  this  set  in  the  Rijksmuseum,  Amsterdam.7  Paint- 
ings for  another  series  of  Metamorphoses,  are  known  as 
the  petite  tenture  (probably  because  the  figures  are  small) 
were  paid  for  in  1704-06;  a  set  of  seven  pieces  of  this 
series,  woven  on  basse-lisse  looms  for  the  king  between 
1 7 14  and  1720,  did  not  include  any  of  the  1684  subjects.8 
But  compositions  from  both  series  appear  together  in  some 
sets,  showing  that  the  two  groups  of  designs  were  looked 
upon  as  a  single  series  from  which  subjects  could  be  taken 
at  random  to  make  up  sets.  A  set  of  four  signed  "Cozette" 
{Diana's  Return,  Acis  and  Galatea  [Polyphemus  looking  at 
the  lovers],  Flora  and  Zephyr,  and  Mercury  and  Argus) 
from  the  collection  of  Sir  Hugh  Cholmeley  were  sold  at 
Christie's,  London,  May  27, 1948  (no.  100);  this  set  shows 
that  at  least  some  of  the  designs  continued  to  be  woven 
until  well  into  the  eighteenth  century,  as  Cozette  did  not 
become  a  workshop  head  until  1735. 

Two  sets  of  six  subjects  are  known.  One,  in  the  Neues 
Schloss,  Bayreuth,  is  made  up  of  Acis  and  Galatea 
(Polyphemus  turning  his  back),  Apollo  and  Daphne, 
Bacchus  Crowning  Ariadne,  Boreas  and  Orithyia,  Diana 
and  Actaeon,  and  Pan  and  Syrinx.  The  other  was  sold  at 
Parke-Bernet,  New  York,  February  12,  1955  (nos.  486- 
91,  five  illus.),  and  included  the  same  subjects,  except  that 
Venus  and  Adonis  took  the  place  of  Boreas  and  Orithyia. 
Four  pieces  from  this  set  {Acis  and  Galatea,  Bacchus 
Crowning  Ariadne,  Pan  and  Syrinx,  and  Venus  and 
Adonis)  were  in  the  Mrs.  Gaby  Salomon  sale  (no.  151,  one 
illus.)  and  were  sold  again  at  Sotheby's,  London,  June  25, 
1982  (nos.  12-15,  aU  illus.). 

The  Diana  and  Actaeon  in  Bayreuth  is  narrower  than 
48,  the  seated  nymph  on  the  right  being  omitted.  This  is 
also  true  of  the  version  in  the  1955  Parke-Bernet  sale  (no. 
486,  illus.),  which  has  a  reversed  composition.  Its  side 
borders  have  bunches  of  fruit,  but  no  birds  or  animals;  the 
horizontal  borders  imitate  a  wooden  frame.  The  reversed 
composition  is  also  seen  on  the  tapestry  at  Burghley  House. 
An  example  sold  at  Drouot  Rive  Gauche,  Paris,  May  16, 
1977  (no.  67,  illus.),  is  in  the  same  direction  and  has  the 
same  border  as  48;  it  is  not  as  high,  ending  immediately 
above  the  flying  bird. 

Additional  examples  of  the  other  subjects  in  the  1684 
set  not  in  the  sets  already  mentioned  include: 


Jupiter:  No  example  found,  but  possibly  identical  with 
Jupiter  and  Callisto  or  Europa  and  the  Bull. 

Acisand  Galatea  (Polyphemus  turning  his  back):  There 
is  an  example  in  the  Burghley  House  set. 

Acis  and  Galatea  (Polyphemus  looking  at  the  lovers): 
An  example  is  in  a  set  owned  by  a  New  England  founda- 
tion that  was  lent  to  the  Museum  of  Fine  Arts,  Boston,  in 
1919;  it  is  signed  "Jans  des  Gobelins."9  Others  have  ap- 
peared in  the  M.  X . . .  sale,  Hotel  Drouot,  Paris,  March  24, 
25, 1926  (no.  234,  illus.);  the  Gaston  Menier  sale,  Galerie 
Jean  Charpentier,  Paris,  November  24,  1936  (no.  124); 
and  at  Sotheby's,  London,  July  1, 1966  (no.  14,  illus.). 

Apollo  and  Daphne:  One  was  sold  at  the  Palais  Gal- 
liera,  Paris,  June  27, 1963  (no.  123,  illus.). 

Bacchus  Crowning  Ariadne:  There  is  an  example  in  the 
Burghley  House  set. 

Pan  and  Syrinx:  A  version  with  an  unusual  border  was 
sold  at  the  National  Art  Galleries,  New  York,  January  27, 
28,  1933  (no.  262,  illus.). 

Examples  of  subjects  in  the  petite  tenture  of  1704-06 
not  in  the  sets  already  mentioned  include: 

Apollo  and  Hyacinth:  The  subject  was  in  the  king's  set 
of  1714—20.  An  example  is  in  the  set  lent  to  the  Boston 
Museum  in  19 19.  Others  were  sold  at  Sotheby's,  London, 
May  11,  1928  (no.  i6id),  and  in  the  Vicomtesse  Vigier 
sale,  Palais  Galliera,  Paris,  June  23, 1970  (no.  156,  illus.). 
The  design  is  from  a  painting  of  1706  by  Louis  de  Boulogne 
in  the  Grand  Trianon. 10 

Apollo  Killing  the  Python:  The  subject  was  in  the  king's 
set  of  1714—20.  An  example  is  in  the  Cleveland  Museum 
of  Art,11  and  another  was  sold  at  the  Galerie  Jean  Char- 
pentier, Paris,  June  21,  1935  (no.  78,  illus.).  The  painting 
was  by  Nicolas  Bertin,  but  has  not  been  identified.12 

Bacchus  Greeting  Ariadne:  An  example  is  in  the 
Mobilier  National,  Paris.13  Others  were  in  the  Pannwitz 
collection,14  the  Mile  Darland  sale,  Galerie  Georges  Petit, 
Paris,  May  21, 1906  (no.  69,  illus.),  sold  again  at  the  Hotel 
Drouot,  April  6, 1908  (no.  60,  illus.),  and  in  the  Bienenfeld 
sale,  Galerie  Jean  Charpentier,  May  11,  1934  (no.  10, 
illus.).  The  composition  is  found  in  a  print  after  Antoine 
Coypel,  engraved  by  him  and  J.  Audran;15  a  painting  re- 
lated to  the  print  was  owned  by  the  Viennese  dealer  Kurt 
Spira  in  1973  (watercolor),  and  another  was  sold  at  Peretz, 
Cologne,  March  16, 1974  (no.  417,  pi.  33,  oil). 

Cephalus  and  Procris:  An  example  is  in  the  Mobilier 


National.  Another  was  in  the  Fournes  sale,  Galerie  Jean 
Charpentier,  Paris,  June  27,  1935  (no.  124,  illus.).  The 
design  is  related  to  a  painting  by  Louis  de  Boulogne  at 
Saint  Etienne.16 

Cupid  and  Psyche:  Examples  were  in  the  M.  X  . . .  sale, 
Hotel  Drouot,  March  24,  25,  1926  (no.  236),  and  in  a 
sale  at  Christie's,  December  11,  1952  (no.  241).  The 
design  is  related  to  a  painting  by  Antoine  Coypel  at 
Fontainebleau.17 

Diana's  Return  from  the  Hunt:  Probably  the  Diana  in 
the  king's  set  of  1714—20.  There  are  examples  in  the  set 
lent  to  the  Boston  Museum  in  1919,  signed  "Jans  des 
Gobelins";  the  Cleveland  Museum  of  Art;  and  the  Hunt- 
ington Galleries,  West  Virginia,  signed  "Jans."18  Others 
were  in  the  Mme  L.  Surmont  sale,  Galerie  Jean  Charpen- 
tier, Paris,  March  15,  1935  (no.  14,  illus.),  sold  again  at 
the  Hotel  Drouot,  Paris,  December  9,  1982  (no.  128, 
illus.),  signed  "C.  Audran";  C.  G.  Darley  sale,  Christie's, 
London,  June  25,  1953  (no.  144);  James  Speyer  sale, 
Parke-Bernet,  December  10,  1942  (no.  134,  illus.);  the 
Chateau  de  C  .  .  .  sale,  Hotel  Drouot,  November  14,  15, 
1955  (no.  345,  illus.),  and  owned  by  the  Berlin  dealers  A. 
&C  L.  Bodenheim,  1975 19  (from  the  Sir  Edward  Wills  sale, 
Sotheby's,  May  2, 1969,  no.  11,  illus.),  signed  "L.F."  (Jean 
Lefebvre  II).  The  painting  was  by  Charles  de  La  Fosse, 
made  for  the  Trianon  in  1688,  and  was  in  the  French 
embassy  in  Saint  Petersburg  in  19 14;  versions  of  it  are  in 
the  Hermitage,  Leningrad,  the  Art  Gallery,  Toronto,20 
and  the  Musee  des  Beaux-Arts,  Rennes.21  The  figures  of 
Diana  and  her  four  companions  were  used  in  a  Flemish 
tapestry,  signed  "Leyniers  Reydams,"  sold  at  the  Galerie 
Charpentier,  Paris,  April  6,  i960  (no.  139,  illus.),  and  at 
theNouveau  Drouot,  March  19, 1982  (no.  99,  illus.). 

Flora  and  Zephyr:  The  subject  was  in  the  king's  set  of 
1714—20.  Examples,  which  often  have  marked  differences, 
are  in  the  Mobilier  National,  the  Musee  des  Arts  Deco- 
ratifs,  Lyon,  and  the  Cleveland  Museum.  Others  were  in 
the  Darley  sale  (no.  144,  illus.);  sold  at  Sotheby's,  May  11, 
1928  (no.  161b,  illus.),  and  July  1,  1966  (no.  15,  illus.); 
Vigier  sale  (no.  155,  illus.);  Palais  Galliera,  Paris,  June  15, 
1962  (no.  153B,  illus.),  and  March  25,  1969  (no.  167); 
and  at  Christie's,  December  11, 1952  (no.  241,  illus.).  The 
design  is  after  a  painting  by  Louis  de  Boulogne  at  Fon- 
tainebleau. 

Mercury  and  Argus:  The  subject  was  in  the  king's  set  of 
1714—20.  Examples  are  in  the  Louvre  (inv.  no.  OA  6255) 
and  the  Musee  des  Beaux-Arts,  Calais.22  One  was  sold  at 
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Sotheby's,  London,  May  17, 1968  (no.  12,  illus.);  Sotheby 
Parke  Bernet,  Los  Angeles,  October  30,  1978  (no.  21, 
illus.);  and  Sotheby's  York  Avenue  Galleries,  New  York, 
November  29,  1980  (no.  450,  illus.).  Others  were  sold  at 
the  Hotel  Drouot,  Paris,  December  9,  1909  (no.  102, 
illus.);  Sotheby's,  May  11,  1928  (no.  161c);  and  the 
Francis  Guerault  sale,  Paris,  March  21, 22, 193  5  (no.  141, 
illus.).  The  painting  by  Bertin  was  in  the  Muzeum  Naro- 
dowe,  Warsaw,  but  was  destroyed  in  World  War  II;  the 
cartoon  is  at  Versailles.23 

Narcissus  and  Echo:  The  subject  was  in  the  king's  set  of 
1714-20.  An  example  is  in  the  set  lent  to  the  Boston 
Museum  in  19 19.  One  was  sold  at  Christie's,  London, 
July  7, 1932  (no.  117),  and  another  at  the  Palais  Galliera, 
Paris,  June  15, 1962  (no.  153A,  illus.),  appearing  again  at 
the  same  auction  house  March  25, 1969  (no.  167,  illus.). 

Vertumnus  and  Pomona:  An  example  with  no  borders 
is  recorded  as  having  been  in  the  Fouret  collection,  Paris, 
in  1 904. 24 

Rinaldo  and  Armida:  The  subject  was  in  the  king's  set 
of  1714—20.  Examples  were  sold  at  Sotheby's,  London, 
May  11,  1928  (no.  161a,  illus.);  Menier  sale  (no.  122); 
Palais  Galliera,  Paris,  March  28,  1968  (no.  192,  illus.); 
Ernest  Dreux  sale,  Galerie  Georges  Petit,  Paris,  December 
5,  6,  191 1  (no.  216,  illus.);  Vicomte  de  Curel  sale  at  the 
same  auction  house,  May  3,  19 18  (no.  60,  illus.);  Mrs. 
Beverley  Bogert  sale,  Parke-Bernet,  March  5,  6, 1954  (no. 
366,  illus.).  A  related  drawing  was  in  a  private  collection 
in  Paris  in  197 8. 25 

Two  landscape  entrefenetres  were  included  in  the  petite 
tenture.  No  examples  have  been  identified.26 

Other  subjects  are  not  listed  in  the  1684  set  or  the  petite 
tenture,  but  have  appeared  in  conjunction  with  other  tap- 
estries of  the  series.  They  include: 

Diana  and  Endymion:  Examples  are  in  the  Calais 
Musee  des  Beaux- Arts27  and  in  the  set  lent  to  the  Boston 
Museum  in  19 19.  Another  was  in  the  Menier  sale  (no. 
123).  One  was  sold  at  Sotheby  Parke  Bernet,  Los  Angeles, 
October  30,  1978  (no.  30,  illus.),  and  at  Sotheby's  York 
Avenue  Galleries,  November  29, 1980  (no.  451,  illus.). 

Europa  and  the  Bull:  Examples  are  in  the  Musee  des 
Beaux- Arts,  Calais;  the  Palace,  Luneville  (signed  "Jans"); 
the  set  lent  to  the  Boston  Museum  in  19 19;  and  the  Darley 
sale  (no.  143,  illus.). 


Jupiter  and  Calisto:  An  example  was  in  the  Menier  sale 
(no.  125). 

Boreas  and  Orithyia:  The  example  in  Burghley  House  is 
reversed. 
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49  The  Seasons  of  Lucas 

Three  tapestries  from  a  set  of  four 

a  Summer 
b  Autumn 
c  Winter 

French  (probably  Paris);  designed  by  a  Flemish  artist  about 
1 53 55  woven  in  the  late  seventeenth  century,  probably  by 
Gobelins  weavers. 

Wool  and  silk. 

49a  10  ft.  2  in.  x  17  ft.  4  in.  (3.1  m  x  5.28  m); 
49b  10  ft.  2  in.  x  21  ft.  6  in.  (3.1  m  x  6.55  m); 
49c  10  ft.  4  in.  x  14  ft.  2  in.  (3.15  m  x  4.32  m). 
20—21  warps  per  inch,  8—9  per  centimeter. 
Gift  of  Olivia  M.  Cutting,  in  memory  of  her  husband  William 
Bayard  Cutting,  1950  (50.14. 1-3). 

DESCRIPTION 

The  borders  are  in  shades  of  red-brown  and  yellow.  The 
guards  are  replacements,  except  for  the  left  side  of  49b, 
which  is  dark  blue. 


SUBJECT 

Each  tapestry  shows  one  or  more  typical  occupations  of 
country  people  in  a  season,  with  a  presiding  deity  in  the 
sky.  The  main  occupation  in  Spring  is  catching  fish  in  a 
river  in  nets  (the  method  used  in  March  [50b]  in  the 
Months  of  Lucas) ,  with  gardening,  hoeing,  and  staking 
vines  going  on  in  the  background;  the  goddess  holds  a 
book,  an  unexplained  attribute,  but  also  a  branch,  and  so 
is  presumably  Flora.  Summer  shows  the  grain  harvest  and 
the  payment  of  the  laborers  (as  in  August  [5of]  of  the 
Months  of  Lucas)  and  is  presided  over  by  Ceres.  Autumn 
has  the  vintage  and  a  god  on  a  goat,  presumably  Bacchus, 
and  W f inter ,  skating  (as  in  December  [50)]  of  the  Months 
of  Lucas),  fire  fighting  (in  other  examples  of  the  design), 
feeding  hogs,  and  gathering  wood;  the  god  is  presumably 
Boreas  or  Aeolus. 

SOURCE  OF  THE  DESIGNS 

The  known  tapestries  of  this  series  are  apparently  all  of 
seventeenth-  or  early  eighteenth-century  manufacture, 


copied  from  a  sixteenth-century  set  not  known  to  be  still 
in  existence.  It  must,  however,  have  been  designed  by  the 
same  hand  or  workshop  as  the  Months  of  Lucas;  the  name, 
Seasons  of  Lucas,  has  thus  been  given  to  it,  though  Lucas 
van  Leyden  was  not  the  artist.1  The  original  tapestries 
were  very  wide.  The  border  of  49  is  a  typical  French  design 
of  the  late  seventeenth  and  early  eighteenth  century. 

WEAVER  AND  DATE 

The  coloring  and  technique  are  characteristic  of  the 
Gobelins  manufactory,  but  the  series  was  never  woven 
there  officially.  An  example  of  Winter  inscribed  "L'Hiver" 
is  another  indication  of  a  French  origin.  It  is  possible  that 
the  first  French  sets  were  made  between  1694  and  1699, 
when  the  manufactory  was  closed;  during  this  period 
some  weaving  is  known  to  have  been  done  and  some  sales 
to  private  purchasers  were  made.2 

RELATED  TAPESTRIES 

Three  complete  sets  are  known.  One  was  in  the  Vis- 
count Wimborne  sale,  Christie's,  London,  March  6—8, 
1923  (no.  148,  Spring  and  Autumn  illus.),  was  next 
owned  by  Richard  W.  Lehne,  New  York,3  and  is  now  in 
the  Brookline  Trust  Co.,  Brookline,  Massachusetts.  The 
borders  (probably  Flemish)  do  not  belong  to  the  tapestries 
and  many  sections  are  replacements.  A  set  with  metal 
thread  from  Balloch  Castle,  Scotland,4  was  in  the  Henry 
Symons  sale,  Anderson  Galleries,  New  York,  January  27- 
February  3, 1923  (nos.  1 166-69,  illus.),  and  the  Frank  H. 
Ginn  collection,5  and  is  now  in  the  Cleveland  Museum  of 
Art.6  The  borders  are  missing.  Another  is  recorded  as  in 
the  collection  of  Mme  de  Pruynes  in  1930. 7 

A  set  of  three  pieces  with  metal  thread  (Spring  missing) 
was  in  the  King  Louis  Philippe  sale  at  the  Domaine  de 
Monceaux,  Paris,  January  28,  1852  (no.  15);  it  was  later 
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in  the  collection  of  George  O.  Hovey  and  in  the  Mrs.  John 
T.  Morse  sale,  American  Art  Association— Anderson  Gal- 
leries, New  York,  November  22, 23, 1929  (nos.  425—427, 
illus.).  Summer  was  sold  at  Sotheby's,  London,  March  30, 
1962  (no.  104;  illus.),  and  in  1979  was  on  the  New  York 
art  market.  Autumn  and  Winter  were  in  the  collections  of 
Mrs.  Alexander  H.  McLanahan  and  William  Randolph 
Hearst  and  are  now  in  the  Carnegie  Institute  Museum  of 
Art,  Pittsburgh,  Pennsylvania.8 

HISTORY 

In  collection  of  Mr.  and  Mrs.  William  Bayard  Cutting,  New 
York,  from  before  1 9 1 3 . 

Bequeathed  to  the  MM  A  by  Olivia  M.  Cutting,  1950,  in  mem- 
ory of  her  husband  William  Bayard  Cutting. 

PUBLICATIONS 

Hunter,  George  Leland.  "Tapestries  in  American  Museums." 

International  Studio  50  (1913)  p.  lxxi.  Mentioned,  as  owned 

by  the  late  W.  Bayard  Cutting. 
Warwick  House.  The  Balloch  Castle  Seasons  of  Lucas.  New 

York,  191 8,  p.  6.  Mentioned,  as  in  the  collection  of  Mrs.  W. 

Bayard  Cutting,  New  York. 
Hunter.  Practical  Book  of  Tapestries,  p.  152.  Mentioned,  as  in 

the  collection  of  Mrs.  Cutting. 
MMA  Annual  Report  1950.  In  MMA  Bulletin,  n.s.  10  (195 1- 

52)  p.  35.  Listed  as  French  (Gobelins),  late  seventeenth  or 

early  eighteenth  century. 


49a  Summer 

DESCRIPTION 

In  the  center  a  reaper  raises  in  his  right  hand  a  short  blue 
scythe  with  brown  handle  and  in  his  left  holds  a  similarly 
colored  curved  implement;9  he  wears  a  red  cap  with 
brown  feather,  a  white  shirt,  a  green  jacket  with  loosened 
red  ties,  red  and  yellow  breeches,  blue  stockings,  and  red- 
brown  shoes.  To  the  left,  a  woman  stoops  to  bind  a  sheaf 
of  yellow  wheat;  she  wears  a  white  cap  and  blouse,  tied  at 
the  wrists  in  red,  a  brown  jacket,  green  petticoat,  a  tucked- 
up  yellow-pink  skirt,  and  brown  shoes,  and  has  a  bunch  of 
gray  keys  hanging  from  her  waist  by  red  and  yellow 
strings.  A  seated  man  rests  his  right  hand  on  a  yellow- 
brown  jug,  as  he  proffers  a  brown  mug  with  his  left;  he  has 


a  red  cap  and  leg  coverings,  a  blue  jacket,  orange  sleeves, 
and  brown  shoes.  There  is  a  knife  in  a  yellow,  brown,  and 
red  sheath  hanging  from  his  yellow  belt.  Between  him  and 
the  woman  is  a  dark-haired  child,  holding  a  brown  spoon 
in  one  hand  and  a  red,  yellow,  and  green  fruit  in  the  other. 
His  dress  is  green,  with  red  belt  and  ties.  A  brown  and 
yellow  basket  containing  red  and  yellow  fruit  and  a  white 
napkin  is  hung  over  his  left  arm  and  he  has  a  red  and 
yellow  pouch  at  his  side.  A  brown  dog  raises  its  head 
toward  him.  A  dull  yellow,  pink,  brown,  and  black  tree 
stump  with  a  green  vine  growing  up  it  is  seen  in  the  left 
corner,  and  a  brown,  green,  and  yellow  tree,  with  green 
leaves  and  yellow  fruit,  encircled  by  a  creeper  with  red 
berries,  rises  behind  the  stooping  woman. 

On  the  right  of  the  tapestry,  under  an  apple  tree  with  a 
brown  and  gray  trunk,  green  and  yellow  leaves,  and  red 
and  yellow  fruit,  a  woman  sits  on  a  gray  and  brown  stone 
bench,  her  pink  and  pale  yellow  hat  on  the  ground  beside 
her.  There  are  several  gray  and  brown  birds,  some  with 
red  heads  and  wings,  perched  on  the  branches  of  the  tree 
or  flying  nearby;  on  the  right,  three  of  them  are  torment- 
ing a  small  owl.  The  woman  wears  a  white  headdress  and 
blouse  and  a  blue  dress  with  red  stripes  and  huge  turned- 
back  cuffs;  these  have  a  red  pattern  on  a  yellow  ground. 
Her  petticoat  is  red  and  her  apron  a  green  and  yellow 
watered  fabric,  tied  with  a  red  cord.  She  has  red-brown 
shoes  with  blue-slashed  ends  and  she  holds  a  red  and  yel- 
low purse  with  a  blue  key  in  her  right  hand  as  she  points 
with  her  left  to  a  pile  of  pale  yellow  and  gray  coins  on  the 
bench.  A  fat  kneeling  man  puts  his  hand  on  these.  He 
wears  a  gray  shirt,  a  red  costume  with  a  gray  belt,  yellow- 
pink  leg  coverings  tied  with  red  garters  at  the  knee,  and 
brown  sandals.  Over  his  right  arm  is  a  yellow  ear  of  wheat 
tied  to  a  blue  cornflower  and  a  pink  poppy,  on  what  may 
be  his  cap.  Behind  the  bench  stands  a  man  in  a  red  hat  and 
sleeves,  a  yellow-green  costume,  red  leg  coverings,  and 
brown  slashed  shoes.  He  holds  a  pale  brown  book  in  one 
hand  and  a  yellow  quill  in  the  other;  a  brown  inkpot  and  a 
penholder  hang  by  red  strings  from  his  blue  belt. 

To  the  left  of  this  group,  in  the  middle  distance,  is  a 
reaper  seen  from  the  back;  he  has  dark  hair,  a  white  shirt, 
a  sleeveless  red  jacket  with  a  design  of  two  crossed  arrows 
and  two  rings  in  yellow  and  pale  blue,  pink  breeches  and 
leg  coverings,  and  dark  gray  and  brown  shoes.  He  wields 
the  same  implements  as  the  man  in  the  foreground.  Behind 
all  the  foreground  figures  is  yellow  standing  wheat,  with 
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49a 


scattered  red  poppies,  blue  cornflowers,  and  other  plants 
and  flowers  among  it. 

In  the  distance  on  the  left  are  two  pollarded  green  trees 
and  a  wagon  drawn  by  two  pale  brown  horses.  A  boy  in 
red  and  yellow,  sitting  on  a  blue  saddlecloth,  rides  one  of 
the  horses.  A  woman  in  pink  with  a  large  yellow  hat  sits  at 
the  front  of  the  wagon  and  an  embracing  couple  in  red, 
pink,  and  yellow  at  the  back.  A  pale  green,  pink,  and  gray 
castle  beyond  a  stretch  of  water  is  seen  above  the  horses. 
In  the  distance  in  the  center  are  pale  green  and  yellow  trees 
and  pale  yellow  and  gray  thatched  farm  buildings,  with 
two  women  and  three  men  in  red,  yellow,  blue,  and  gray 
tying  up  sheaves  of  grain.  On  the  right,  a  wagon  drawn  by 


a  brown  and  a  gray  horse  crosses  a  pale  brown  wooden 
bridge  and  passes  under  a  high  roof;  one  of  the  horses  has 
a  rider  in  red  and  another  man  in  pink  and  red  follows  on 
foot.  Two  gray  and  brown  tree  stumps  with  scanty  green 
foliage  are  seen  on  the  right. 

In  the  sky  in  the  center  is  Ceres,  holding  yellow  ears  of 
wheat  and  a  blue  sickle.  She  is  in  a  pink  costume  with  a 
yellow-green  hat  and  cloak,  tied  with  a  red  cord.  Yellow- 
gray  clouds  surround  her.  The  sky  is  pale  blue  and  pale 
yellow.  The  foreground  is  in  shades  of  green,  brown,  yel- 
low, and  gray,  with  many  green  and  yellow  plants;  pale 
blue  violets,  red  poppies,  blue  cornflowers,  and  white 
daisies  can  be  distinguished. 
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CONDITION 

Bare  warps  are  visible  on  dark  sections,  such  as  the  tree 
stump  at  the  far  left,  and  on  brown  shoes  and  tree  trunks. 
There  are  a  few  small  areas  of  repair,  notably  on  the  right 
shoe  of  the  kneeling  fat  man. 

SOURCE  OF  THE  DESIGN 

Both  reapers,  especially  the  one  seen  from  the  back,  are 
close  to  figures  in  the  July  of  the  Medallion  Months  (see  3) 
in  the  Art  Institute  of  Chicago,10  The  two  horses  and  the 
rider  of  the  wagon  on  the  left,  with  the  woman  in  a  large 
hat,  are  exactly  repeated  from  the  earlier  tapestry.  Ceres  is 
close  to  the  deity  labeled  "Rumana  Concine."  The  woman 
paying  wages  is  related  to  the  similar  figure  in  August  of 
the  Bruges  Months  in  Vienna.11 

RELATED  TAPESTRIES 

The  Brookline  Summer  shows  the  left  half  of  the  com- 
position, except  for  the  tree  stump,  but  replaces  the  scene 
of  the  laborer  receiving  his  pay  with  quite  different  figures, 
including  a  kneeling  woman,  with  a  sheaf  on  her  shoulder, 
holding  a  child  by  the  hand,  a  dog,  and  a  picnic  basket. 
There  is  more  sky,  and  Ceres,  who  is  smaller,  is  riding  in  a 
chariot.  There  is  more  foreground,  with  plants  and  tools. 
The  Cleveland  Summer  is  much  smaller,  extending  only 
from  the  raised  scythe  of  the  foremost  reaper  to  the  back 
of  the  kneeling  man  on  the  right.  Ceres  is  missing  and  the 
top  is  cut  off  above  the  flying  bird  near  the  apple  tree.  The 
Summer  that  belonged  to  Louis  Philippe  is  the  same  on  the 
left  side,  but  is  cut  off  on  the  right  behind  the  kneeling 
man;  there  is  an  added  strip  at  the  bottom,  showing  agri- 
cultural implements  and  a  ewer  and  cups  on  the  ground.  A 
Summer  that  belonged  to  Admiral  Beatty  in  19 15 12  has  a 
floral  border  and  includes  Ceres. 

A  upright  panel  of  Summer ,  showing  only  the  right  side 
from  the  reaper  seen  from  the  back  to  the  broken  tree  to 
the  right  of  the  laborer  receiving  his  pay,  was  sold  at  the 
Hans  W.  Lange  auction  house,  Berlin,  December  6,  7, 
1932  (no.  409,  illus.),  called  Brussels,  about  1600;  it  was 
later  in  the  Ottmar  Strauss  sale,  Hugo  Helbing,  Frankfurt 
am  Main,  May  21-24,  I935  (no-  io58,  illus.).  It  has  an 
elaborate  border  in  the  style  of  Louis  XIV. 


49b  Autumn 

DESCRIPTION 

Two  men  are  treading  blue,  yellow,  and  pink  grapes 
inside  a  large,  low,  open,  brown  cask.  The  one  on  the  right 
wears  a  green  jacket,  white  shirt,  and  yellow  skirt;  the  one 
on  the  left  has  a  pink  hat  with  a  white  feather,  red  jacket, 
white  shirt,  and  green  breeches  showing  red  in  the  slashes 
and  fastened  with  blue  ties.  He  reaches  into  a  dark  yellow 
bucket  with  a  blue  rim  and  handle  held  by  a  woman  in  a 
yellow  straw  hat,  white  head  covering,  pink  and  tan 
sleeves,  blue  jacket  and  skirt,  red  and  dull  yellow  stock- 
ings, and  brown  shoes.  She  has  a  yellow-brown  apron,  a 
red  and  yellow  bag  on  blue  strings,  and  a  brown  knife 
hanging  from  her  waist.  Two  boys  cling  to  the  sides  of  the 
cask.  The  one  on  the  left  wears  a  red  and  yellow  jacket,  a 
blue  skirt,  red  stockings,  and  yellow-brown  shoes;  the  one 
on  the  right  is  in  red  and  yellow  with  green  stockings  and 
blue  leggings,  ornamented  in  red  and  yellow.  He  has  in  his 
left  hand  a  dark  yellow  bucket  with  a  blue  rim  and  handle, 
filled  with  blue  and  yellow  grapes.  A  child  in  green  sleeps 
leaning  against  the  cask,  supporting  himself  on  an  upturned 
brown  basket  full  of  dull  red  and  yellow  grapes.  Another 
sleeping  child  in  red,  dull  yellow,  and  pale  blue  sprawls 
across  his  lap.  Above  them  a  man  and  woman  carry  be- 
tween them  a  low  brown  cask  filled  with  green  and  pink 
grapes,  with  green  and  yellow  vine  leaves.  She  wears  a  red 
and  blue  hairnet,  a  gray  and  white  blouse,  orange  sleeves, 
a  green  dress  laced  across  a  dark  red  bodice,  blue  stock- 
ings, and  red  shoes.  He  has  a  red  cap  ornamented  in 
yellow,  a  pale  yellow  shirt,  red  jacket  lined  with  yellow, 
red  and  yellow  sleeves,  and  red  breeches  and  leg  coverings, 
with  blue  showing  through  the  slashes.  At  his  feet,  a  seated 
child  in  red  and  yellow  presses  red  juice  from  a  bunch  of 
blue  and  yellow  grapes  into  the  mouth  of  another  child  in 
blue  sprawling  on  the  ground.  Behind  them,  a  man  in  a 
blue  coat,  brown  apron,  red  stockings,  pale  brown  leg 
coverings,  and  brown  shoes  kneels  on  a  yellow-brown 
barrel  as  he  empties  red  juice  from  a  blue-handled  brown 
wooden  bucket  into  it.  At  his  side  is  a  small  red  bag. 

On  the  far  right,  a  young  man  in  an  orange  coat,  red 
stockings,  yellow-brown  leg  coverings,  and  black  and 
brown  shoes  stoops  to  pick  bunches  of  blue  grapes  from  a 
vine  with  green  and  yellow  leaves.  He  has  a  brown  knife 
with  a  blue  pattern  at  his  side  and  his  red  cap  lies  on  the 
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ground  beside  him.  Behind  him  rise  tall  trees  with  gray  and 
brown  trunks  and  blue  and  yellow  leaves;  a  convolvulus 
climbs  up  one  of  them.  At  the  far  left,  two  men  stand 
under  two  trees  with  pale  brown  trunks,  up  which  grows  a 
vine  with  green  and  yellow  leaves  and  pink  and  blue 
grapes.  The  man  turning  his  back  has  one  foot  on  a  brown 
tree  stump;  he  wears  a  red  hat  with  a  yellow  medal,  a 
green  coat  with  blue  bands  and  a  pale  brown  fur  collar, 
red  sleeves,  red  stockings,  and  brown  shoes.  He  has  a  red, 
blue,  and  yellow  dagger  slung  behind  him.  To  the  right  is  a 
woman  in  a  green  dress  ornamented  in  yellow,  dull  red 
and  yellow  sleeves,  dull  red  and  tan  petticoat,  blue  stock- 
ings, and  tan  sandals.  She  holds  a  vine  branch  with  green 
and  yellow  leaves  and  blue  and  pink  grapes  and  has  simi- 


lar grapes  in  her  apron.  Two  women  are  seen  behind  her, 
one  in  a  green  and  dull  red  dress,  with  red  and  tan  sleeves; 
she  has  a  red  and  blue  carrying  pad  on  her  head.  On  this  is 
a  dull  yellow  basket  of  pale  blue  and  pink  grapes.  The 
other  woman,  in  orange  and  pale  gray,  stoops  to  lift  a 
brown  basket  of  dull  pink  and  yellow  grapes.  Behind  the 
winepress  are  a  man  and  a  woman  in  blue,  yellow,  pink, 
and  green,  both  carrying  brown  baskets  of  dull  pink  and 
green  grapes  on  their  backs. 

Behind  the  foreground  figures  is  a  brown  wattle  fence, 
with  a  pale  yellow-brown  opening  covered  by  a  high  roof 
on  which  sit  two  brown  birds.  A  man  in  red  with  a  grape 
basket  on  his  back  comes  through  the  opening,  followed 
by  a  woman  in  dull  red  and  lavender.  A  woman  in  yellow 


sitting  on  the  fence  in  the  center  by  a  gray-brown  pol- 
larded tree  is  embraced  by  a  man  in  red.  To  the  right  of  the 
opening,  a  bagpipe  player  in  dark  pink  with  yellow-brown 
leg  coverings  and  brown  shoes  sits  on  a  pollarded  tree 
stump;  he  plays  for  four  dancing  couples  in  red,  pale  yel- 
low, blue,  and  pink.  One  man  and  all  the  women  wear 
dark  blue-green  wreaths.  A  pale  yellow  hill  planted  in 
green  and  yellow  vines  rises  behind  them  with  a  small 
brown  hut  on  a  pole,  approached  by  a  ladder,  standing 
among  them.13 

In  the  distance  on  either  side  of  the  hill  are  buildings, 
fields,  trees,  and  hills  in  shades  of  green,  yellow,  pale  blue, 
and  brown.  On  the  left,  two  dancing  figures  in  pale  pink, 
blue,  and  yellow  are  visible.  On  the  right,  an  approaching 


man  has  a  basket  on  his  back  and  two  shepherds  in  red 
and  blue  are  accompanied  by  a  brown  dog  with  a  red 
collar  and  several  pale  brown  sheep.  The  sky  is  yellow- 
blue  with  yellow-pink  clouds.  A  bearded  deity  in  pink  and 
blue  is  seen  riding  a  brown  and  gray  goat  above  the  distant 
hill.  The  foreground  is  in  tones  of  green,  brown,  dull  yel- 
low, and  gray;  there  are  two  orange  and  yellow  buckets 
with  blue  handles  filled  with  blue,  pink,  and  dull  yellow 
grapes  and  many  plants  with  green  and  yellow  leaves  and 
blue  and  pink  flowers.  At  the  right  is  a  tall  pale  yellow- 
pink  mullein. 


CONDITION 

A  vertical  tear  in  the  center  reaching  from  the  lower 
border  to  the  waist  of  the  woman  in  green  has  been  coarsely 
sewn  up.  There  are  bare  warps  in  dark  passages,  such  as 
the  tubs,  and  many  small  repaired  areas,  especially  in 
yellow  silk  parts. 


SUBJECT 

The  two  men  in  the  far  left  are  usually  found  in  the  same 
position  in  Spring.  The  man  on  a  goat,  who  should  be 
Bacchus,  has  more  the  appearance  of  the  drunken  Silenus. 

RELATED  TAPESTRIES 

The  Brookline  Autumn  omits  the  figures  on  the  far  left 
and  right;  the  two  men  on  the  left  were  used  in  the  Spring 
of  this  set.  There  is  more  sky;  the  raised  hut  has  a  pointed 
roof  and  there  is  another  one  in  the  distance.  There  is  an 
extra  band  of  flowers  below  the  figures.  The  Cleveland 
Autumn  is  much  smaller,  extending  only  from  the  woman 
holding  a  bucket  of  grapes  and  the  gateway  above  her  to 
the  man  emptying  wine  into  a  cask  and  the  two  children 
below  him.  It  is  cut  off  at  the  top  close  to  the  roof  of  the 
gate;  the  raised  hut  and  the  deity  are  missing.  The  Pitts- 
burgh Autumn  is  also  narrower,  omitting  the  two  men 
and  the  trees  on  the  left;  on  the  right,  though  the  trees  are 
present,  the  stooping  man  is  missing.  It  shows  an  extra 
band  of  plants,  flowers,  and  containers  of  grapes  below 
the  figures. 

An  example  that  was  in  the  sale  of  the  comte  de 
Chaudordy  at  the  Hotel  Drouot,  Paris,  April  20-23, 19°3 
(no.  404,  illus.),  omits  the  two  men  and  the  trees  on  the  far 
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left  and  the  bending  man  on  the  far  right.  It  has  a  rich 
Brussels-type  border  of  swags  of  fruit  and  flowers,  with 
the  emblem  of  the  Scales  and  the  word  "Sep  /  teber"  at  the 
top. 

The  scene,  in  two  parts,  divided  immediately  to  the 
right  of  the  large  tub,  is  found  on  what  are  now  two 
tapestries  in  the  Chateau  of  Ville-de-Val  in  Lorraine, 
owned  by  the  Pommery  family.14 

49c  Winter 

DESCRIPTION 

A  frozen  lake  in  shades  of  blue  extends  from  the  far  left 
to  past  the  middle  of  the  tapestry.  At  its  edge,  in  the  center 
foreground,  is  a  seated  bareheaded  man  fastening  a  skate. 
He  has  a  blue  jacket,  orange  and  yellow  cloak,  and  red  and 
yellow  leg  coverings.  He  still  has  on  one  orange  and  yellow 
shoe,  with  red  showing  through  the  slashes  over  the  toes; 
the  other  lies  on  the  ground  beside  him,  with  one  slipper 
that  he  will  apparently  wear  under  his  skate.  What  is  pre- 
sumably his  blue  and  dull  yellow  hat  is  also  on  the  ground 
beside  him.  A  man  in  a  yellow  cap,  a  blue  hood  falling  over 
his  back,  red  jacket,  dull  red  stockings,  and  yellow  shoes 
bends  over  him.  To  the  right  of  this  pair  stand  a  man  and 
two  women,  seen  from  the  back.  He  wears  a  yellow  cap,  a 
spotted  red  hat,  blue  jacket,  and  orange  boots;  a  red  and 
yellow  sword  in  a  brown  sheath  hangs  at  his  back.  The 
woman  on  the  left  has  a  dark  red  cap,  blue  dress,  and 
green  coat  with  a  brown  fur  collar  and  a  broad  red  stripe 
at  the  hem.  Her  shoes  are  red-brown.  The  one  on  the  right 
has  a  red  and  yellow  headdress  and  a  deep  red  robe. 

In  the  lower  left  corner  are  two  children  in  green,  yel- 
low, red,  pale  brown,  and  blue  huddled  over  a  brown 
brazier.  On  the  lake,  on  the  left,  is  a  man  holding  a  short 
brown  stick;  he  wears  a  blue  hat  with  red  plumes  over  a 
red  and  tan  cap,  a  pale  red  and  tan  costume  with  blue 
ornamentation,  pink  and  tan  leg  coverings  with  blue  gar- 
ters, brown  shoes,  and  dark  blue  skates.  Next  to  him,  a 
man  in  red  and  yellow,  with  dark  green  leg  coverings  tied 
with  pale  red  and  dull  yellow  garters,  has  a  short  yellow 
sword  in  a  brown  sheath  at  his  back.  He  pushes  a  woman 
in  a  red  hat  with  gray  and  yellow  feathers  over  a  white 
headcloth  fastened  with  a  yellow  band,  red  sleeves,  a  blue 
dress  ornamented  in  yellow,  red  petticoat,  and  brown 
shoes;  he  has  blue  skates,  she  has  not.  Seen  between  this 
couple  and  the  man  putting  on  his  skates  are  a  boy  and  a 


girl  who  have  fallen  down  on  the  ice.  She  is  wearing  a  blue 
cap,  white  blouse,  blue  sleeves,  green  dress  with  a  white 
belt,  and  dark  yellow  stockings.  Two  brown  oval  shapes 
beside  her  feet  are  apparently  what  she  is  using  instead  of 
skates.  The  boy,  who  has  skates,  is  in  red,  with  a  dull  blue 
hat  and  yellow  leg  coverings.  Farther  away  on  the  ice,  two 
children  in  green  and  pink  pull  two  others  in  pink  and  blue 
on  a  sled,  and  a  man  in  red  and  tan  with  a  pale  blue  cloak 
raises  his  hands.  Another,  in  a  red  hat  tied  with  a  blue 
ribbon  and  a  green,  yellow,  and  blue  costume,  skates  to- 
ward the  spectator.  Two  men  in  red,  green,  and  yellow, 
holding  hands,  come  up  behind  him,  and  other  people,  in 
red,  yellow,  and  blue,  are  seen  on  the  ice  and  on  the  banks 
of  the  lake. 

In  the  distance,  four  enormous  brown  pigs  feed  at  a 
brown  trough,  watched  by  a  swineherd  in  red  and  blue. 
On  the  right  of  the  tapestry  are  bare  green,  gray,  and 
brown  trees  with  sparse  dark  green  leaves.  A  man  in  a  dull 
yellow  hat,  dull  orange  coat,  and  gray  leg  coverings,  and 
a  woman  in  a  white  cap  and  blue  dress  lined  with  dull 
orange  emerge  from  among  them;  a  man  farther  away,  in 
pale  blue,  pink,  and  red,  carries  a  bundle  of  wood  on  his 
back.  Three  seated  figures  are  seen  immediately  behind 
the  foreground  group.  An  old  woman  has  a  blue  hat  and  a 
dull  red  and  yellow  dress;  a  man  in  a  yellow  hat  and  blue 
jacket  puts  his  hand  on  her  shoulder.  A  boy  in  pink  is  seen 
behind  him. 

On  the  far  shore  of  the  lake  on  the  left  is  a  palace  in 
shades  of  pale  yellow,  brown,  and  blue,  approached  by  a 
brown  bridge.  Huge  green  vines  appear  at  the  base  of  the 
palace.  The  background  shows  fields  and  bare  trees  in  pale 
shades  of  blue,  green,  yellow,  gray,  and  brown,  with  a 
single  distant  figure  on  the  left.  In  the  center  are  rocky 
crags  in  brown,  grays,  and  dark  green.  Beyond  them  are 
buildings  and  bare  trees,  with  some  distant  figures,  all  in 
pale  tones  of  brown,  gray,  blue,  and  yellow.  The  sky  is 
pale  yellow-gray  at  the  sides,  with  dark  blue-gray  clouds 
in  the  center;  these  contain  many  small  heads  of  winds 
with  pink  and  yellow  wings  and  a  draped  figure  in  pale 
blue.  The  foreground  is  in  shades  of  black,  brown,  green, 
and  gray,  with  a  dark  brown  tree  stump  on  the  right  and 
some  red  and  yellow  plants. 

CONDITION 

The  tapestry  may  have  been  cut  on  the  left;  the  left 
border  is  a  replacement  and  there  are  introduced  sections 
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49c 


to  the  left  of  the  man  with  a  raised  hand  and  in  the  land- 
scape above.  There  are  many  areas  of  bare  warps,  especially 
in  darker  passages.  Small  patches  of  repair  are  evident  in 
most  of  the  costumes,  especially  on  the  deep  red  dress  of 
the  woman  with  two  companions  in  the  foreground;  there 
is  a  larger  repaired  area  at  the  top  of  the  sky  immediately 
above  her. 


SOURCE  OF  THE  DESIGN 

The  general  composition  and  a  number  of  the  incidents 
are  like  December  in  the  Months  of  Lucas  (50J),  but  none 
of  the  figures  has  been  directly  borrowed. 


RELATED  TAPESTRIES 

The  Brookline  Winter  is  much  wider.  It  excludes  the 
couple  emerging  from  the  trees  on  the  far  right,  but  in- 
cludes the  man  carrying  sticks  and  continues  past  the  two 
children  and  the  brazier,  who  are  here  almost  in  the  center 
of  the  composition,  with  a  large  number  of  seated  and 
standing  figures.  In  the  distance  above  them  are  burning 
buildings  and  people  running  with  ladders.  There  is  more 
sky  and  an  extra  band  of  plants  and  pebbles  at  the  base. 
The  Cleveland  Winter  includes  the  left  half  from  the  man 
putting  on  his  skates  to  the  children  with  the  brazier;  it 
continues  with  the  Brookline  figures  and  background.  It  is 
cut  down  at  the  top,  so  that  the  towers  of  the  palace  and 
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most  of  the  cloud,  including  the  deity,  are  not  seen.  The 
Pittsburgh  Winter  also  has  the  figures  and  the  burning 
building  on  the  left,  but  it  extends  to  the  right  to  include 
the  man  with  two  women  in  the  foreground  and  the  man 
carrying  sticks  in  the  distance.  The  top  of  the  palace  is 
visible  and  there  is  an  extra  band  of  plants  above  the  lower 
border.  Much  the  same  composition  was  used  for  a  Winter 
owned  by  Amherst  College,  though  here  the  right-hand 
border  cuts  through  the  foreground  group,  and  the  far  left 
figures  and  the  burning  buildings  have  been  omitted;  there 
are  no  borders.  The  example  in  Bourges  includes  the  burn- 
ing building;  there  are  no  figures  in  the  sky.  A  version  in 
the  Detroit  Institute  of  Arts  is  very  wide,  with  a  number  of 
bare  trees  on  the  right  beyond  the  couple  leaving  the  wood; 
the  zodiac  sign  of  the  Goat  (December)  is  on  a  medallion 
in  the  upper  border  and  a  fleur-de-lis  on  the  lower  guard. 
One  in  the  Hotel  Lallemant,  Bruges  (with  a  Spring) ,  has  a 
narrow  border  with  fruit,  flowers,  and  leaves. 

A  Winter  in  the  A.  W.,  Vienna,  sale  at  Paul  Cassirer, 
Berlin,  December  7, 1926  (no.  73,  illus.),  has  all  the  extra 
figures  on  the  left  and  includes  half  the  man  bending  over 
the  man  putting  on  his  skates,  but  the  upper  border  cuts 
through  the  palace  immediately  above  the  gatehouse; 
there  is  no  fire  and  no  cloud  with  winds.  The  borders  have 
bunches  of  fruit  and  flowers  tied  with  ribbons;  in  the  up- 
per one  are  the  scales  (for  September)  in  a  roundel  and  the 
words  "L'Hiver." 

A  Winter  in  the  Annette  Lefortier  sale,  American  Art 
Association,  New  York,  December  2-4,  1920  (nos.  518, 
5 19),  is  in  two  parts,  one  showing  the  left  side  missing  in 
49c,  the  other,  the  central  portion  of  49c.  A  Winter  with 
the  missing  portion  only,  in  a  plain  framelike  border,  was 
in  the  Emma  Budge  sale,  Paul  Graupe,  Berlin,  September 
27-29,  1937  (no.  450,  pi.  94),  and  was  owned  by  the 
Berlin-Diisseldorf  dealer  Bodenheim  in  1970.15  A  wide 
version  with  the  lower  right  corner  cut  off  was  owned  by 
Mrs.  Charles  Van  Raalte,  Brownsea  Castle,  Dorsetshire, 
in  1921,16  and  was  sold  at  Christie's,  February  20,  1930 
(no.  138,  illus.).  Another  was  at  Canford  Manor,  Poole, 
Dorset,  in  1888. 


NOTES 

1.  The  name  was  first  applied  by  William  G.  Thomson  in  19 15 
(quoted  in  the  Henry  Symons  sale  catalogue,  Anderson  Galleries, 
New  York,  January  27-February  3,  1923,  pp.  282,  283),  who 
believed  Lucas  was  the  designer. 

2.  Fenaille,  Gobelins,  vol.  2,  p.  vii. 

3.  Karl  Freund,  "Four  Gobelin  [sic]  tapestries,"  International  Studio 
80  (1924)  pp.  234—38,  all  illus.  Described  as  after  Lucas  van  Ley- 
den,  woven  by  Pierre  Lefevre,  1685— 1700. 

4.  Warwick  House,  Balloch  Castle  Seasons,  pp.  5-22,  all  illus.  Called 
Gobelins,  first  half  of  eighteenth  century. 

5.  Hunter,  Practical  Book  of  Tapestries,  p.  152.  Said  to  have  been 
copied  from  sixteenth-century  tapestries  after  Lucas  van  Leyden  by 
Gobelins  weavers  in  the  last  half  of  the  reign  of  Louis  XIV. 

6.  Evelyn  Svec  Ward,  "Four  Seasons  Tapestries  from  Gobelins,"  Bul- 
letin of  the  Cleveland  Museum  of Art  40  (1953)  pp.  1 13-19,  Sum- 
mer and  Autumn  illus.  Dated  late  seventeenth  or  early  eighteenth 
century. 

7.  Marthe  Crick-Kuntziger,  "L'enigme  des  'Mois  de  Lucas,' "  Actes 
du  XIIe  Congres  international  d'Histoire  de  VAri  (Brussels,  1930) 
vol.  2,  p.  499,  n.  2. 

8.  Carnegie  Magazine  55  {1981)  pp.  6,  7. 

9.  This  method  of  reaping  was  used  in  the  Low  Countries  and  is 
frequently  found  in  Flemish  art  (Edith  A.  Standen,  "The  Twelve 
Ages  of  Man,"  MMA  Journal  2  [1969]  p.  150). 

10.  Gobel,  Wandteppiche  I,  vol.  2,  pi.  146. 

11.  Ludwig  Baldass,  Die  Wiener  Gobelinssammlung  (Vienna,  1920) 
pi.  115. 

12.  Lawrence  Weaver,  "Hanover  Lodge,  Regent's  Park,  the  Residence 
of  Vice- Admiral  Sir  David  Beatty,  K.C.B.,"  Country  Life  37  (May 
1,  I9i5)p.  591.  The  tapestry  was  not  included  in  the  Beatty  sale, 
Christie's,  May  12, 1938. 

13.  According  to  information  provided  by  Philippe  Chapu,  former  di- 
rector of  the  Musee  des  Vins  de  Touraine  at  Tours,  these  structures 
are  watchtowers  for  sheltering  men  or  boys  engaged  in  frightening 
away  birds.  A  similar  tower  is  seen  in  the  February  miniature  in  the 
Da  Costa  Book  of  Hours  in  the  Morgan  Library,  New  York,  attrib- 
uted to  Simon  Bening  of  Bruges,  about  1 5  20,  and  the  February  in  a 
Book  of  Hours  from  the  atelier  of  Gerard  Horenbout  and  Simon 
Bening  in  the  collection  of  Peter  Ludwig,  Aachen  (Sandra  Hind- 
man,  "Pieter  Bruegel's  Children 's  Games,  Folly  and  Chance,"  Art 
Bulletin  63  [1981]  p.  455,  fig.  10). 

14.  Merveilles  des  chateaux  d' Alsace,  de  Lorraine,  de  Champagne,  des 
Provinces  de  Liege,  de  Limburg  et  de  Luxembourg  (Paris,  1974)  p. 
106,  illus.  on  wall  of  Grand  Salon  (called  Flemish,  end  sixteenth 
century). 

15.  Advertisement  in  Weltkunst  40  (1970)  p.  1558,  illus. 

16.  Robert  Lutyens,  "Brownsea  Castle,  Dorsetshire,  the  Seat  of  Mrs. 
Charles  Van  Raalte,"  Country  Life  49  (April  9, 192 1)  p.  436,  fig.  9. 
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50  The  Months  of  Lucas 

Ten  tapestries  from  a  set  of  twelve 


a  January 
b  March 
c  April 
d  May 
e  /w/y 


f  August 
g  September 
h  October 
i  November 
i  December 


French  (Paris);  designed  by  a  Flemish  artist  of  the  school  of 
Bernaert  van  Orley  (known  as  the  Master  of  the  Months  of 
Lucas)  about  1535,  with  additions  and  alterations,  probably 
by  Joseph  Yvart  (1649-1728)  and  Charles  Chastelain 
(1672— 1755)  about  1 72 1,  and  perhaps  by  Louis  de  Bou- 
logne the  Younger  ( 1654-173  3 )  about  173 1 ;  the  borders  by 
Pierre  Josse  Perrot  (fl.  1724-173  5);  woven  1732-37  in  the 
haute-lisse  workshop  of  Michel  Audran  (1701-1771)  at 
the  Gobelins  manufactory  for  the  comte  de  Toulouse 
(1678-1737),  son  of  Louis  XIV  and  Mme  de  Montespan. 

Weaver's  name  on  50b,  c,  d,  e,  g,  and  h. 

Wool  and  silk. 

Height  50a— j  11  ft.  10  in.  (3.61  m);  width  50a  10  ft.  4  in. 
(3.15  m),  50b  15  ft.  4  in.  (4.67  m),  50c  8  ft.  10  in.  (2.69  m), 
5od  19  ft.  3  in.  (5.87  m),  5oe  10  ft.  1  in.  (3.07 m),  5of  15 
ft.5in.(4.7m),50g  15  ft.  6  in.  (4.72  m),  5oh  9  ft.  (2.74  m), 
5oi  19  ft.  (5.79  m),  50]  15  ft.  9  in.  (4.8  m). 

20-21  warps  per  inch,  8-9  per  centimeter. 

Gift  of  John  D.  Rockefeller,  Jr.,  1944  (44.60.1-10). 


DESCRIPTION 

Each  tapestry  shows  characteristic  occupations  of  peas- 
ants or  gentry  or  both  for  each  month.  The  borders  imitate 
carved  gilded  wooden  frames,  as  if  lit  from  above  and  the 
left,  in  tones  of  dull  yellow,  tan,  rust  red,  and  brown.  In 
the  top  center  are  the  French  royal  arms  with  a  difference 
(De  France  au  baton  peri  en  barre  de  gueules),  yellow 
fleurs-de-lis  on  a  blue  ground,  for  Louis  Alexandre  de 
Bourbon,  comte  de  Toulouse,  surmounted  by  a  count's 
coronet  and  encircled  by  the  collars  of  the  orders  of  the 
Golden  Fleece,  Saint  Michel,  and  the  Saint  Esprit  in  tones 
of  dull  red  and  yellow.  At  the  base,  partly  covered  by  the 
cross  of  the  Saint  Esprit,  is  a  pale  blue  anchor,  for  the 
count's  office  of  Admiral  of  France.  At  the  four  corners 
are  cartouches,  framed  by  heavy  red-brown  or  purplish 
scrollwork,  with  the  letter  A  (for  Alexandre)  in  dull  red 


and  yellow  (sometimes  bluish)  on  a  dark  blue  ground. 
Similar  cartouches  in  the  centers  of  the  lower  borders  have 
partly  dark  blue,  partly  brown  grounds,  with  a  sign  of  the 
zodiac  in  pale  brown  and  tan  on  each.  From  all  five  car- 
touches spring  bunches  of  naturalistic  flowers  and  blue 
foliage;  none  of  these  is  identical  on  any  single  tapestry, 
but  the  same  designs  have  been  used  on  all  the  pieces.  The 
flowers  include  white  lilies,  pink  roses,  red  and  lavender 
poppies,  pink  honeysuckle,  and  others  in  shades  of  blue, 
pink,  cream,  and  white.  The  guards  are  dark  blue.  Silk  is 
lavishly  used  throughout. 

Pieces  of  earlier  linings  attached  to  the  present  linings  of 
January,  March,  April,  and  September  have  nearly  illegi- 
ble inscriptions,  stating,  in  French,  that  these  pieces  are 
from  a  set  (tenture)  of  nine  with  the  signs  of  the  year,  and 
giving  the  dimensions  in  pieds  and  pouces.  These  may 
have  been  written  when  nine  of  the  tapestries  were  owned 
by  King  Louis  Philippe. 


CONDITION 

The  first  six  Months  show  alterations  made  in  the 
course  of  weaving  to  increase  the  height.  Some  pieces, 
especially  the  wider  ones,  show  extensive  fading  in  the 
backgrounds.  July  and  August  have  substantial  modern 
rewoven  sections.  For  details,  see  discussion  of  individual 
tapestries. 


SUBJECT 

The  occupations,  a  combination  of  rustic  tasks  and  aris- 
tocratic pleasures,  are  mostly  typical  Flemish  sixteenth- 
century  ones.  The  name  by  which  the  series  is  known  was 
given  to  it  in  the  seventeenth  century,  when  the  designer 
was  thought  to  have  been  Lucas  van  Leyden.  The  appear- 
ance of  two-headed  eagles  on  the  floor  tiles  of  January,  on 
the  horse  trappings  of  May,  and  on  a  grain  container  in 
November  suggest  that  the  original  set  was  woven  for  a 
member  of  the  imperial  family,  possibly  the  extremely 
richly  dressed  fair  woman  who  appears  in  many  of  the 
tapestries. 
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SOURCES  OF  THE  DESIGNS 

The  sources  for  the  set  were  twelve  Brussels  tapestries 
woven  about  1535  that  belonged  to  Louis  XIV  and  were 
destroyed  in  1797.  Three  Flemish  drawings  at  Chats- 
worth,  two  in  the  Metropolitan  Museum  (formerly  in  the 
Harry  Sperling  collection),  one  in  the  Cooper-Hewitt  Mu- 
seum, New  York,  and  one  in  the  Hermitage,  Leningrad, 
are  closely  connected  with  these  tapestries;  they  have  not 
been  attributed,  and  the  designer  of  the  series  is  accord- 
ingly called  the  Master  of  the  Months  of  Lucas.1 

The  first  Gobelins  weavings  of  this  series,  made  before 
1695,  were  copied  directly  from  Louis  XIV's  Brussels  set, 
including  the  typical  Flemish  sixteenth-century  borders. 
Bonnemer  is  recorded  as  having  made  118  drawings  of 
parts  of  figures  for  the  set  woven  by  de  La  Croix  and 
Mozin  in  1688—89,  as  we^  as  a  woman  and  child  in  May, 
and  Chastelain  and  Yvart  made  a  widened  version  of  Au- 
gust in  1 721.  The  additions  that  make  this  August  wider 
than  the  sixteenth-century  original  are  mainly  trees  and 
landscapes,  very  different  from  the  large  foreground  fig- 
ures that  have  been  added  to  March,  May,  September, 
November,  and  December  of  50.  New  cartoons  are  indeed 
listed  in  1736  as  having  been  made  for  all  the  Months,  but 
the  only  wide  one  was  for  May,  which  was  twice  as  wide 
as  it  was  high;  the  other  Months  kept  their  original,  nearly 
square  format.2  The  later  weavings  of  May  are  wide  tapes- 
tries, but  March,  September,  November,  and  December 
are  always  upright  or  square  except  for  those  of  50.  It 
would  seem,  therefore,  that  the  important  side  figures  in 
these  four  tapestries,  such  as  the  boy  with  a  watering  can 
in  March,  the  white  dog  in  September,  the  man,  woman, 
and  child  in  impossible  costumes  on  the  left  in  November, 
and  the  two  youths  on  the  far  left  and  right  in  December, 
were  designed  especially  for  this  set.  Of  the  artists  named 
as  having  made  new  cartoons  for  the  Months  of  Lucas, 
Bonnemer  and  Joseph  Yvart  (Yvart  fils)  were  dead  before 
1730;  of  the  remaining  two,  Charles  Chastelain  is  known 
to  have  specialized  in  landscape.  Louis  de  Boulogne  the 
Younger,  however,  was  then  nearing  the  end  of  a  most 
distinguished  career;  he  was  First  Painter  to  the  King  and 
had  been  ennobled.  His  work  at  the  Gobelins,  naturally, 
dates  mostly  from  his  early  years  (see  45),  but  perhaps  for 
a  son  of  the  king,  such  as  the  comte  de  Toulouse,  he  was 
willing  to  undertake  the  trivial  task  of  adding  figures  to 
existing  tapestry  designs. 

The  eighteenth-century  French  designer,  whoever  he 


was,  has  attempted  to  make  his  figures  harmonize  with  the 
earlier  ones,  sometimes  copying  costumes  fairly  closely; 
an  example  is  the  boy  carrying  a  watering  can  in  March, 
who  wears  the  same  type  of  jacket  as  the  man  raking  the 
flower  bed.  The  jester  of  May  was  presumably  suggested 
by  the  one  who  originally  appeared  in  the  center  of  the 
tapestry,  rolling  a  hoop;  he  has  similar  rows  of  bells  at  his 
waist  and  knee.  Sometimes,  however,  the  eighteenth- 
century  artist  succeeded  only  in  providing  figures  in  fancy 
dress,  like  those  at  the  left  in  November. 

Full-scale  cartoons  (modeles)  at  the  Chateau  of  Fon- 
tainebleau  for  January,  March,  June,  November,  and 
December  do  not  include  the  additions.  That  for  May, 
however,  shows  the  jester  on  the  left  instead  of  in  the 
middle,  as  he  appeared  on  the  Brussels  original.  These  are 
presumably  the  new  cartoons  listed  in  1736,  with  only 
May  enlarged  into  a  wide  tapestry. 

The  borders  are  basically  the  same  as  those  designed  by 
Pierre  Josse  Perrot  for  the  fourth  set  of  the  Mythological 
Subjects,  begun  in  173 3, 3  and  somewhat  like  those  used 
on  the  set  of  the  Hunts  of  Maximilian  made  for  the  comte 
de  Toulouse,  now  at  Chartres  and  Chantilly  (see  47)/ 


WEAVER  AND  DATE 

Seven  of  the  tapestries  of  the  set,  including  six  of  50,  are 
signed  by  Michel  Audran,  who  became  head  of  the  first 
Gobelins  haute-lisse  workshop  in  1732.  This  shop  made 
another  set  in  its  entirety  between  1733  and  1743;  the 
second  haute-lisse  atelier  made  one  between  173 1  and 
1735  under  Jean  Lefebvre  the  Younger,  and,  under  Ma- 
thieu  Monmerque,  divided  one  equally  with  Audran's 
men  between  1737  and  1740.  As  there  must  have  been 
two  cartoons  for  each  tapestry  by  this  date,  with  additions 
especially  designed  for  the  unusually  large  number  of  wide 
tapestries  needed  for  the  comte  de  Toulouse's  set,  no  diffi- 
culties would  have  arisen  in  weaving  50  as  well  as  the 
official  sets  made  for  the  king  between  1732  and  1737, 
except  for  May.  This  Month,  in  its  wide  form,  was  put  on 
an  Audran  loom  in  1734  as  part  of  a  set  woven  for  the 
king,  but  was  not  finished  until  1743;  it  seems  almost 
certain  that  the  wide  May  cartoon  was  taken  from  behind 
this  loom  so  that  it  could  be  used  to  weave  5od.5  Although 
there  is  no  proof  that  the  set  was  finished  before  the  count's 
death  in  1737,  it  may  well  have  been,  as  another  set  was 
begun  in  that  year. 
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RELATED  TAPESTRIES 

The  months  missing  from  this  set,  February  and  June, 
belong  to  the  Mobilier  National,  Paris.  They  are  both 
wide  panels.  February  has  several  extra  figures  on  both 
sides,  with  a  woodcutting  scene  instead  of  the  procession 
of  satyrs  of  the  Flemish  original  in  the  background  on  the 
left  and  a  door  with  vases  above  it  on  the  right.  June  has 
more  sheep  on  the  left  and  two  large  trees  on  the  right;  it  is 
signed  by  Audran. 

Six  pieces  of  the  series  made  in  Paris  for  Fouquet  are 
known  only  from  an  entry  in  Louis  XIV's  inventory.  The 
first  Gobelins  set  was  made  for  Colbert  at  an  uncertain 
date;  it  is  included  in  the  inventory  made  in  1685  after  his 
death,  but  is  not  otherwise  known.  The  second  was  made 
for  the  king  in  1688— 89;  it  is  an  exact  copy  in  reverse  of 
the  originals  and  now  belongs  to  the  Mobilier  National, 
ten  pieces  being  in  the  Chateau  of  Pau.  Two  other  sets  are 
known  to  have  been  finished  by  1695;  they  were  not 
woven  for  the  king  and  so  no  account  of  their  manufac- 
ture has  survived,  except  that  they  were  made  by  Jean 
Lefebvre  the  Elder,  an  haute-lisse  entrepreneur,  and  were 
"pareilles  a  celles  que  le  Roy  a."  A  complete  set  in  the 
Mentmore,  Buckinghamshire  (Lord  Rosebery)  sale,  May 
18-27,  T977?  Sotheby's  (nos.  802-13,  all  illus.),  has  been 
identified  with  one  of  these  sets;  it  is  similar  to  the  Pau  set, 
except  that  it  is  not  reversed  and  has  a  red  eagle  under  a 
crown  in  each  upper  corner.  Nine  pieces  are  signed  by 
Dominique  de  La  Croix  and  one  each  by  Jean  de  La  Fraye 
and  Jean  Souet,  all  basse-lisse  entrepreneurs.  Another  set, 
also  an  exact  copy,  except  for  the  borders,  was  woven  for 
the  king  between  171 2  and  171 5.  It  was  given  to  the 
Swedish  ambassador,  Count  Erik  Axelsson  Sparre,  in 
17 1 7;  seven  pieces  have  been  identified. 

Three  pieces  not  reversed,  with  a  simplified  version  of 
the  original  border,  were  made  for  the  princesse  de  Conti 
and  are  now  at  Pau.  A  set  from  new  cartoons,  with  a  new 
border  of  an  eighteenth-century  type,  reversed  except  for 
January,  February,  and  March,  was  woven  from  173 1  to 
1735;  the  arms  of  the  king  of  Poland  were  added  when  he 
acquired  it  in  1737.  It  now  belongs  to  the  Mobilier  Na- 
tional, with  July  and  October  missing;  March  is  in  the 
Louvre,  and  four  pieces  are  at  Pau.  Another  set  was  made 
for  the  king  between  173  3  and  1743 ;  June  is  in  the  Louvre, 
November  and  December  in  the  Mobilier  National,  and 
July  in  the  Spanish  National  Collection.  The  border  was 
altered  for  a  set  made  from  1737  to  1740  and  given  to 


Count  Briihl  of  Saxony  in  1746;  eleven  pieces  were  in  the 
Residenzmuseum,  Dresden,  but  are  now  lost.6  April  is  in 
the  Louvre  and  November  in  the  Hermitage,  Leningrad. 
Seven  pieces  were  made  between  1747  and  175 1,  two  of 
which  belong  to  the  Mobilier  National.  The  last  official 
weaving,  from  1767  to  1770,  was  of  four  pieces,  two  of 
which  belong  to  the  Mobilier  National. 

Seven  pieces  and  an  entrefenetre  are  known  of  a  set  with 
the  arms  in  the  upper  corners  of  the  comte  de  Toulouse 
and  his  wife,  Marie  Victoire  Sophie  de  Noailles,  whom  he 
married  in  1723.  They  are  exact  copies  of  the  Brussels 
originals  with  the  border  of  the  first  Gobelins  sets,  except 
that  medallions  with  playing  children  replace  the  heads  in 
the  centers  of  the  sides.  These  borders  are  not  known  to 
have  been  woven  after  the  fifth  set,  made  in  1 7 1 2— 1 5 .  The 
arms  are  apparently  replacements,  possibly  of  recent  date, 
and  the  set  may  well  be  one  of  the  seventeenth-century 
weavings.  The  February  of  this  set  is  in  a  private  collection 
in  Innsbruck;  March,  June,  July,  September,  and  Decem- 
ber are  missing.  The  entrefenetre  is  now  in  Vaux-le-Vi- 
comte,  owned  by  the  comte  de  Vogue. 

Other  sets  were  made  as  private  commissions;  the  most 
nearly  complete  one,  other  than  50,  contains  nine  pieces 
{March,  September,  and  October  missing)  in  scattered  lo- 
cations. (For  these  and  other  examples,  see  under  the  sep- 
arate Months.) 


HISTORY 

Made  for  the  comte  de  Toulouse,  1732-37. 

Inherited  by  his  son,  Louis  Jean  Marie  de  Bourbon,  due  de 
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Nine  pieces  {February,  June,  and  October  missing)  sold  with 
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uary 28,  1852,  no.  2. 7 
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Georges  Petit,  Paris,  May  20,21, 1898,  no.  181,  illus.,  as  part 
of  the  collection  of  M.  X  . . .  (perhaps  de  Bondy). 

Owned  by  Duveen  Brothers  in  19 18. 

John  D.  Rockefeller,  Jr.,  collection,  New  York,  probably  before 
1920. 

Given  to  the  MMA  by  John  D.  Rockefeller,  Jr.,  1944. 


333 


EXHIBITIONS 

Cleveland  Museum  of  Art,  191 8.  Loan  Exhibition  of  Tapes- 
tries^ cat.  nos.  30-34  (January,  March,  April,  September, 
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50a  January 

DESCRIPTION 

The  two-faced  Janus  sits  behind  a  table  in  the  center 
under  a  high  cream-colored  canopy;  the  overhang  is  dec- 
orated with  cherub  heads  and  the  cloth  of  state  has  a 
pattern  including  affronted  birds,  picked  out  in  blue  and 
red.  There  are  plumes  in  containers  at  the  front  corners  of 
the  canopy.  Janus  wears  a  red  hat  and  hood  and  a  pale 
lavender  dress;  he  holds  a  blue  snake  biting  its  tail.  On  his 
right  is  a  sleeping  figure  with  a  blue  and  yellow  wreath;  on 
his  left,  a  woman  in  red  and  pale  blue,  with  a  wreath  of 
blue  and  yellow  leaves,  holding  a  yellow  cornucopia  with 
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blue  and  green  leaves,  purple  grapes,  and  other  fruit. 
Three  couples  are  parading  in  front  of  the  table,  two  in  the 
foreground,  one  entering  through  a  doorway  on  the  left. 
The  men  carry  pale  yellow  and  brown  flaming  and  smok- 
ing torches,  the  women,  pale  yellow  headless  arrows.  All 
the  men  wear  the  same  costume:  a  red  hat  with  pink  and 
white  plumes,  over  a  blue  and  yellow  cap;  a  blue  jacket, 
decorated  in  yellow,  with  dangling  sleeves  and  a  scalloped 
yellow  collar,  worn  over  a  red  and  pink  long-sleeved  gar- 
ment and  a  white  shirt;  a  yellow  sash,  from  which  a  sword 
with  a  yellow  hilt  and  brown  scabbard  is  slung;  puffed  and 
slit  red  and  brown  breeches;  red  hose  and  yellow  sandals. 
The  women  have  fair  hair  and  wear  blue  and  yellow  caps 
with  long  white  scarves  dangling  from  them;  green  sleeve- 
less dresses  decorated  in  red  and  yellow;  pink  and  yellow 
sleeves;  and  white  sashes  ending  in  blue  and  yellow  tassels. 
Between  the  two  foremost  couples  is  a  white  and  brown 
dog  with  a  red  and  yellow  collar. 

On  the  left,  seen  through  the  doorway,  is  a  crowd,  not 
dressed  like  the  parading  dancers;  the  figures  in  front  are 
in  blue,  pink,  pale  yellow,  and  white.  Behind  them,  a  tall 
pale  cream  building  is  visible  against  a  pale  blue  sky.  On 
the  right,  alongside  the  table,  are  a  drummer  with  a  red 
cap  and  pink  costume,  a  jester  in  dark  blue  and  yellow, 
and  a  man  in  red,  blue,  and  yellow,  playing  a  transverse 
flute.  The  table  is  covered  with  a  white  fringed  damask 
cloth,  with  some  dishes  on  it.  The  wall  behind  the  canopy 
has  pale  brown  simulated  wood  paneling  with  carved  re- 
liefs of  fantastic  birds  and  foliage.  A  gray  pilaster  on  either 
side  has  a  pale  blue  capital  with  a  yellow  cherub  head  and 
classical  foliage.  The  wall  frieze  at  the  same  height  has  a 
dark  blue  ground  and  dull  yellow  ornament.  A  yellow 
birdcage  with  blue  tassels  hangs  by  a  blue  cord  on  the  left; 
it  contains  a  green  parrot.  Between  the  birdcage  and  the 
doorway  is  a  red  and  pink  pillar  with  an  elaborately  dec- 
orated base,  backed  by  a  dark  blue  vertical  band.  On  the 
right,  behind  the  musicians,  is  an  elaborate  brown  side- 
board with  dark  blue  and  yellow  inset  panels.  On  it  are  a 
number  of  blue  and  yellow  vessels,  presumably  represent- 
ing crystal  and  gold;  a  tall  gold  cup  has  a  standing  figure 
on  the  cover.  The  table  and  the  musicians  stand  on  a  raised 
brown  wooden  floor,  but  the  foreground  is  tiled;  white 
bands  separate  squares  with  two-headed  blue  eagles  on 
yellow  grounds.  The  zodiacal  figure  in  the  lower  border  is 
Aquarius,  shown  as  a  nude  boy  pouring  water  from  a  jug 
in  each  hand. 


CONDITION 

A  strip  at  the  bottom  is  an  addition,  apparently  made  at 
the  time  of  weaving  to  increase  the  height.  There  are  a 
number  of  small  areas  of  repair.  The  horizontal  guards  are 
replacements. 

SUBJECT 

Janus,  two-faced  and  holding  a  snake  biting  its  tail,  a 
symbol  of  Eternity,  is  frequently  found  in  representations 
of  the  month  of  January  (see  2a).  The  sleeping  figure  on  his 
right  could  be  Bacchus  or  perhaps  the  Old  Year;  the 
woman  with  the  cornucopia,  Ceres,  or  the  New  Year. 
Bacchus  and  Venus,  with  their  names  inscribed  beneath 
them,  stand  on  either  side  of  the  feasting  two-faced  Janus 
in  the  January  panel  of  the  Medallion  Months  (see  3).  The 
headless  arrows  carried  by  the  women  may  refer  to  the 
passage  of  time,  which,  in  the  year  just  beginning,  is  to  fly 
by  without  causing  any  harm. 

SOURCE  OF  THE  DESIGN 

The  sixteenth-century  Brussels  tapestry,  no  longer  in 
existence,  from  which  the  composition  is  derived,  is 
known  from  a  Flemish  (or  possibly,  Paris)  example,  with 
gold,  sold  at  Wechsler's  Galleries,  Washington,  May  22- 
24, 1970  (no.  996,  color  illus.),  now  in  the  Nereo  Fioratti 
collection,  New  York,  and  a  Gobelins  weaving  at  Pau 
from  the  first  set  made  for  the  king,  1688-89. 8  Both  of 
these  show  the  composition  reversed  (the  original  was 
certainly  in  the  same  direction  as  50a)  and  both  are  nearly 
square;  the  section  above  the  dais  in  50a  has  been  added  to 
at  the  top  and  another  row  of  tiles  at  the  bottom.  There  are 
some  other  small  differences;  the  scarves  of  the  two  fore- 
most women  dancers  in  50a  fall  in  more  complicated  and 
graceful  curves,  the  man  with  his  back  turned  shows  more 
of  his  profile,  the  other  male  dancer  has  his  sword  at  his 
left  side,  and  there  is  more  space  between  the  heads  of  the 
figures  and  the  birdcage  and  canopy.  On  the  whole,  how- 
ever, the  original  has  been  very  closely  followed,  including 
the  colors. 

A  cartoon  in  the  Chateau  of  Fontainebleau  shows  the 
graceful  curves  of  the  scarves. 

The  calendar  page  for  February  in  the  Book  of  Hours 
known  as  the  Golf  Book  in  the  British  Library  (fig.  35) 
shows  a  very  similar  scene  with  a  lord  sitting  under  a  cloth 
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50a 


of  state  in  the  center  background  and  a  dancing  couple  in 
the  foreground;  the  man  carries  a  flaming  torch  held 
upside  down.  There  are  musicians  playing  the  fife  and 
drum,  with  a  jester,  on  the  right,  and  two  men,  dressed  like 
the  male  dancer,  on  the  left.  People  enter  through  a  door  in 
the  left  background  and  there  is  a  display  of  plate  on  a 
cupboard  on  the  right.9 


RELATED  TAPESTRIES 

The  Mentmore  example  is  owned  by  Bernard  C.  Solo- 
mon, Century  City,  California.  It  omits  the  sleeping  figure 
on  Janus' s  right,  as  do  the  pieces  in  Pau  and  the  one  with 
the  added  Toulouse-Noailles  arms.  The  last  was  in  the 
Norton  Simon  Foundation  sale,  Parke-Bernet,  New  York, 
May  7,  8, 1971  (no.  22.9,  illus.);  it  has  the  straight-falling 
scarves  of  the  early  versions.  The  sleeping  figure  is  present, 
however,  on  the  January  of  the  set  woven  by  Souet  in  1 71 2 
and  given  to  Count  Sparre;  in  1928  this  tapestry  belonged 
to  Countess  Eva  Trolle-Bonde,  Stockholm.10  It  has  the 
nearly  square  format  and  is  in  the  same  direction  as  the 
Brussels  original.  The  women's  scarves  also  preserve  their 
original  lines.  The  January  woven  1734—35  by  Lefebvre, 
belonging  to  the  set  bought  by  the  king  of  Poland,  but  later 
returned  to  the  French  crown,  is  in  the  Mobilier  National, 
but  the  piece  of  1 737—40,  by  Audran,  from  the  set  given  to 
Count  Briihl,  has  been  lost.  Monmerque's  weaving  of 
1747-48  is  in  the  Mobilier  National.11  This  has  the  zo- 
diac signs  of  Pisces,  or  February.  The  design  has  been 
enlarged  at  the  top,  so  that  the  ceiling  rafters  are  visible. 

Examples  from  other  sets,  privately  commissioned,  are 
known.  A  January  signed  "L.F."  (Lefebvre)  belonged  to 
Mme  Masselin,  Paris,  in  1876;12  it  has  a  version  of  the 
border  used  by  Lefebvre  in  173 1-3  5  and  is  from  the  same 
set  as  four  pieces  formerly  in  the  Joseph  Widener  collec- 
tion (see  50c,  April).  It  is  probably  the  example  in  the 
Comte  Greffulhe  sale,  Sotheby's,  London,  July  23,  1937 
(no.  63,  illus.),  which  has  borders  like  those  of  the  seventh 
and  eighth  sets,  but  with  no  coat  of  arms  or  royal  initials, 
and  with  the  zodiac  sign  in  the  upper  border. 

A  somewhat  crude  example  with  the  composition  re- 
versed from  that  of  50a  and  borders  of  the  Flemish  type 
was  acquired  by  William  Randolph  Hearst  from  French  &c 
Co.  in  1922.  It  contains  gold  thread.13  Though  called 
French  seventeenth  century,  it  is  probably  Flemish. 


fig.  35.  February,  attributed  to  Gerard  Horenbout.  Miniature  from 
the  Book  of  Hours  known  as  the  Golf  Book.  British  Library, 
London  (Add.  24098  f  19V). 


50b  March 

DESCRIPTION 

The  lady  sitting  on  a  brown  stone  seat  in  the  center, 
with  a  fair-haired  child  in  a  red  dress  and  dull  orange 
leggings  at  her  knee,  wears  a  red  hat  fastened  over  a  white 
head  covering.  Her  shirt  is  lavender-pink,  with  dull  yellow 
ornament;  over  it  is  a  sleeveless  blue  robe,  decorated  in  red 
and  yellow.  Her  undersleeves  are  red  and  the  full  over- 
sleeves are  pink  and  dull  yellow.  She  has  a  narrow  brown 
fur  band  around  her  neck.  The  child  holds  up  a  bright  red 
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object,  perhaps  a  cake  or  toy.  On  the  left  is  a  gardener, 
raking  a  flower  bed.  He  has  a  red  cap,  green  shirt,  dull 
orange  jacket,  red  breeches,  and  brown-white  stockings 
and  shoes  with  red  laces.  Behind  him,  a  man  in  blue  with  a 
pink  and  red  cap  sits  on  the  dark  blue  fence;  he  has  a  red 
and  yellow  bag  and  dagger  hanging  from  his  red  and  yel- 
low belt.  On  the  right,  a  fair-haired  young  man  with  a  red 


50b 

cap  holds  a  large  brown  watering  can  as  he  stands  by  a  tall 
brown  tree  wreathed  with  a  dark  blue-green  creeper.  He 
wears  a  lavender  undergarment  with  a  dull  orange  jacket 
over  it,  dull  red  breeches,  and  brown  stockings  and  shoes. 
Behind  the  lady  are  three  men,  standing  under  a  pale  gray 
raised  roof,  with  two  birds  on  it,  supported  by  light  and 
dark  blue  beams.  The  man  on  the  left  has  a  red  cap  and 
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cloak,  green  dress,  and  pink  stockings;  the  man  on  the 
right  is  in  yellow  with  a  pink  cap,  blue  leggings  with  yel- 
low ties,  and  yellow  shoes.  Between  them  is  a  bearded  man 
in  pale  blue.  A  blue  railing  behind  this  group  marks  the 
extent  of  a  garden  with  flower  beds  framed  in  blue.  A 
stooping  woman,  with  a  yellow  hat  and  sleeves,  white 
head  covering,  blue  dress,  and  pink  jacket,  places  a  plant 
in  a  bed.  Behind  her,  a  woman  in  pale  blue  and  yellow 
holds  a  pale  yellow  basket  with  potted  plants  on  her  head; 
a  young  man  in  dull  yellow  and  red  raises  his  hands  to 
relieve  her  of  it.  On  the  far  right,  inside  the  fence,  a  kneel- 
ing fair-haired  man  in  dull  yellow  and  pink  supports  him- 
self on  a  brown  watering  can  as  he  places  a  plant  in  a  bed. 
Across  the  fence  is  a  girl  in  pink  and  pale  blue  holding  a 
basket  with  potted  plants  on  her  head. 

On  the  far  left  is  a  rushing  blue  and  white  stream  in 
which  stands  a  fair-haired  young  man  wearing  a  pink 
jacket,  blue  breeches,  and  yellow  boots.  He  holds  the  long 
handle  of  a  bag-shaped  net  containing  gray  fish  and  eels. 
The  other  end  of  the  bag  is  held  by  a  man  with  a  red  hat, 
blue  head  covering,  yellow  and  red  dress,  white  apron,  red 
leggings,  and  yellow  shoes.  The  fish  are  being  ladled  into  a 
shallow  yellow  bucket  with  a  gray  rim;  other  fish  lie  on  the 
ground  beside  it.  The  stream  is  blocked  by  a  net  slung 
between  yellow  poles.  Farther  away,  a  man  with  a  red  cap 
and  pale  pink  and  yellow  costume  stirs  the  water  with  a 
stick;  on  the  bank  beside  him  is  a  white  horse  with  a  rider 
in  blue  and  a  standing  man.  Two  other  men  are  pollarding 
the  willows  that  extend  along  the  edge  of  the  water  until  it 
reaches  the  walls  of  an  extensive  castle  in  pale  grays  and 
yellows  with  pale  blue  roofs.  Two  figures  stand  in  a  round- 
arched  window  above  a  pedimented  doorway,  leading  to 
a  bridge;  two  other  figures  are  seen  in  the  doorway.  Dimly 
seen  buildings  extend  in  the  distance  to  the  right,  with  hills 
behind  them.  A  landscape  with  small  buildings,  trees,  and 
hills  forms  the  background  on  the  left.  The  sky  is  pale  blue 
in  the  upper  left,  pale  gray  and  white  elsewhere;  there  are 
three  flocks  of  birds. 

In  the  foreground,  between  the  child  and  the  man  with  a 
rake,  is  a  white  vase  decorated  in  blue  holding  a  carnation 
plant,  confined  by  a  yellow  framework;  the  flowers  are  red 
and  white,  the  leaves  blue-green.  On  the  ground  below  the 
man  with  the  rake  is  a  spade  with  a  blue  blade  and  a 
yellow  handle.  On  the  far  right  is  a  brown  pot  with  a 
blue-green  plant  in  it.  Leaning  against  it  is  a  reel  of  brown 
cord  of  which  one  end  is  attached  to  a  long  dark  gray  nail, 
intended  for  use  in  aligning  flower  beds.  A  large  pair  of 


shears  with  brown  handles  and  black  and  gray  blades  lies 
beside  the  flowerpot.  The  ground  is  in  shades  of  brown, 
gray,  green,  and  tan,  with,  in  the  center  and  left,  a  number 
of  blue-green  plants.  Below  the  shears  is  inscribed  in  dark 
red-brown:  audran.  The  zodiacal  sign  is  Aries,  a  ram. 


CONDITION 

An  irregular  band  immediately  above  the  lower  border 
appears  to  be  an  addition  made  at  the  time  of  weaving  to 
increase  the  height.  There  is  a  patch  at  the  corner  above 
the  scallop  of  the  medallion  in  the  lower  left  corner.  The 
background  is  faded.  There  are  small  areas  of  bare  warps, 
but  no  extensive  repairs.  The  horizontal  guards  are  re- 
placements. 

SOURCE  OF  THE  DESIGN 

The  original  composition  can  be  inferred  from  the 
example  at  Pau,  woven  in  1688,  by  de  La  Croix  at  the 
Gobelins;14  this  has  the  same  direction  as  50b,  but  is  pre- 
sumably the  reverse  of  the  original  Brussels  tapestry.  The 
scene  is  cut  off  immediately  to  the  right  of  the  seated 
woman  and  above  the  birds  on  the  roof;  the  whole  of  the 
right  section  of  50b,  including  the  third  man  in  the  group 
under  the  roof,  the  boy  with  the  watering  can,  the  tree 
with  the  creeper,  and  the  two  figures  by  the  fence,  are 
eighteenth-century  French  additions.  A  figure  in  the  center 
of  the  tapestry,  standing  between  the  child  and  the  man 
with  the  rake,  has  been  omitted.  The  Mentmore  example 
is  similar  to  the  one  at  Pau,  but  reversed;  it  has  more  sky. 

None  of  the  additions  appear  on  the  cartoon  in  the 
Chateau  of  Fontainebleau. 


RELATED  TAPESTRIES 

Besides  the  Pau  and  Mentmore  tapestries,  the  March 
woven  by  Lefebvre,  1732-33,  in  the  set  bought  by  the 
king  of  Poland,  survives  and  is  in  the  Louvre.15  The  com- 
position is  upright  and  ends  to  the  right  of  the  three  men 
under  the  raised  roof;  it  has  been  enlarged  at  the  top  to 
show  more  sky  and  there  is  more  grass  in  the  foreground. 
The  central  figure  by  the  child  seen  in  the  Pau  example 
is  missing.  March  from  Audran's  set  of  1737—40  was 
in  Dresden;  this  is  also  upright,  resembling  the  Louvre 
piece.16 
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50c  April 

DESCRIPTION 

On  the  right,  under  a  tall  brown  tree  with  green  leaves, 
stands  a  fair-haired  girl  playing  a  yellow  and  white  lute 
with  brown  strings.  She  wears  a  blue  and  yellow  hairnet,  a 
red  and  yellow  cap  with  a  yellow  plume,  a  white  bodice, 
yellow  sleeves,  red  necklace,  and  a  red  dress  with  a  square- 
cut  neck  edged  in  dark  blue  and  yellow.  Below  her  sits  a 
woman  holding  a  wreath  of  flowers;  she  has  a  red  and 
yellow  cap  with  a  yellow  plume.  Her  underskirt  is  pale 
orange-brown  with  red  bands,  her  sleeves  pink  and  red, 
ornamented  in  yellow;  a  full,  blue  cloak  with  a  yellow 
pattern  covers  most  of  her  body.  She  wears  a  yellow  neck- 
lace and  belt.  Beside  her,  a  seated  woman  in  a  pink  dress, 
shading  to  purple-gray,  plays  on  a  pale  yellow  and  brown 
dulcimer;  she  has  a  blue  and  yellow  cap  and  sleeves.  Be- 
tween the  two  women,  a  fair-haired  boy  in  blue  and  pink 
is  partly  visible.  A  fair-haired  woman  in  bright  red  kneels 
in  front  of  the  group,  holding  flowers.  Her  sleeves  are 
blue,  puffed  through  an  openwork  of  red  lozenges  edged 
with  yellow  and  studded  with  white  gems;  she  has  a  pink 
cap,  held  by  a  braid  of  her  hair,  and  a  yellow  belt.  On  the 
left  behind  her  is  a  fair-haired  boy  supporting  a  shepherd's 
crook  over  his  shoulder  with  his  right  hand  and  holding  a 
pale  brown  dog  on  a  rope  with  his  left.  He  has  a  red  hat, 
blue  jacket,  red  leg  coverings,  pale  brown  stockings,  and 
brown  shoes.  A  woman  in  red  and  blue  with  a  yellow  hat 
and  brown  basket  follows  him.  Behind  them  are  a  flock  of 
sheep  and,  in  the  distance,  several  cows,  with  a  woman 
milking  one  of  them. 

A  pale  blue  body  of  water  is  seen  in  the  center.  On  it  is  a 
pale  yellow  boat  poled  by  a  man  in  red  and  blue  at  the 
stern.  Next  to  him  are  a  seated  couple  in  yellow,  the  man 
with  a  dark  blue  hat.  A  recorder  player  in  pink  and  yellow 
stands  in  the  center  of  the  boat  and  another  figure  in  gray 
with  a  blue  cap  is  seated  in  the  bow.  On  the  other  side  of 
the  water  is  a  castle  in  gray  and  pale  yellow  with  a  brown 
bridge  leading  to  the  entrance;  two  figures  stand  in  the 
doorway.  In  the  background  on  the  left  is  a  wattle  fence 
with  a  gate  and  beyond  it  a  well,  with  a  tall  apparatus  for 
raising  the  water,  and  two  figures.  Beyond  this  are  thatched 
half-timber  buildings  and  a  wide  landscape  of  pale  yellow 
and  green  fields  and  woods.  The  sky  is  pale  blue  above, 
pale  gray  below. 


In  the  foreground  are  plants  with  leaves  in  shades  of 
green,  yellow,  and  blue,  with  red,  pink,  and  white  flowers. 
In  the  center  is  a  yellow  and  brown  openwork  basket 
holding  blue,  pink,  and  white  flowers,  including  pinks  and 
honeysuckle.  The  ground  is  in  shades  of  green,  brown, 
and  tan.  In  the  lower  right  corner  in  dark  red-brown  is  the 
name  audran.  The  zodiacal  sign  is  a  bull  (Taurus).  The 
dark  blue  guard  is  inscribed  in  yellow  at  the  lower  right: 

AUDRAN. 


CONDITION 

A  narrow  horizontal  band  just  above  the  castle  is  a 
replacement,  as  are  a  vertical  one  on  the  far  right  including 
the  misdrawn  end  of  the  lute,  and  the  upper  guard.  An 
adjustment  was  apparently  made  at  the  lower  left  corner 
during  the  course  of  weaving. 

SOURCE  OF  THE  DESIGN 

The  original  composition  is  known  from  a  Flemish  tap- 
estry formerly  in  the  Ffoulke  collection17  and  now  in  the 
Nelson  Gallery,  Kansas  City.  This  is  reversed  compared  to 
50c,  so  that  the  girl  plays  the  lute  with  her  left  hand.  It  has 
a  horizontal  format,  ending  immediately  above  the  roof  of 
the  castle  in  the  background  and  below  the  dress  of  the 
seated  woman  in  the  foreground;  all  the  figures  are  more 
widely  spaced.  The  building  in  the  background  and  the 
shepherd's  dog  are  both  completely  visible,  the  man  be- 
tween the  two  women  has  a  beard,  the  man  in  the  boat 
plays  a  transverse  flute,  and  there  are  more  flowers  in  the 
foreground.  The  shepherd  carries  a  houlette  instead  of  a 
crook  and  there  are  pollarded  willows  at  the  water's  edge. 
There  are  thus  no  substantial  eighteenth-century  altera- 
tions or  additions  in  50c. 


RELATED  TAPESTRIES 

The  Mentmore  example  is  like  the  Flemish  April,  but  is 
reversed.  The  piece  at  Pau,  woven  by  de  La  Croix,  1688— 
89,  has  been  cut  on  both  sides  and  a  border  from  another 
tapestry  has  replaced  the  original;18  it  is  in  the  same  direc- 
tion as  50c.  The  man  in  the  group  has  a  beard  and  the  end 
of  the  lute  is  correctly  shaped.  A  piece  with  the  added 
Toulouse-Noailles  arms  was  sold  at  Christie's,  July  2, 
198 1  (no.  11,  illus.),  and  is  now  in  Vaux-le-Vicomte, 
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50c 


owned  by  the  comte  de  Vogue;  it  has  the  wide  spacing  and 
variations  in  detail  of  the  Flemish  original  and  the  compo- 
sition is  reversed  from  that  of  50c.  Also  at  Pau  is  April 
from  a  set  of  three  pieces  woven,  1731-35,  for  the  prin- 
cesse  de  Conti,  with  a  simplified  version  of  the  original 
border.19  This  has  a  horizontal  format  and  preserves  the 
wide  spacing  of  the  original,  with  all  details  previously 
mentioned  as  occurring  in  the  Flemish  version;  extra 
width  has  been  obtained  by  adding,  beyond  the  lute  player 
and  the  tree,  some  figures  with  sheep  from  June.  It  is  in  the 
reverse  direction  from  50c.  Lefebvre's  weaving  of  1732— 
33,  with  the  royal  Polish  arms,  is  in  the  Mobilier  National 
and  Audran's  of  1737-40  is  in  the  Louvre;20  the  latter  is 
in  the  same  direction  but  not  as  high  as  50c.  It  is  slightly 
wider,  showing  another  tree  on  the  right  of  the  lute  player 
and  all  the  skirt  of  the  seated  woman  with  a  wreath  in  her 
hand. 

An  April  from  a  set  made  for  a  private  purchaser  was 
formerly  in  the  Joseph  Widener  collection;21  it  was  sold  at 
Samuel  T.  Freeman,  Philadelphia,  June  20—24, 1944  (no- 
489),  and  at  Sotheby's,  July  24, 1959  (no.  205).  It  has  the 
same  border  as  the  Masselin  January  and  is  signed  "L.F." 
(Lefebvre) ;  it  is  very  close  to  Audran's  piece  of  1 73  7-40  in 
the  Louvre,  except  that  the  extra  tree  to  the  right  of  the 
lute  player  is  larger.  Another  example,  in  the  Lady  Lever 
Art  Gallery,  Port  Sunlight,  is  in  the  reverse  direction  to 
50c;  it  preserves  the  early  features,  but  has  an  eighteenth- 
century  type  of  border  with  children  in  medallions,  very 
similar  to  the  Martin  Le  Roy  May,  except  that  there  is  no 
sign  of  the  zodiac.22 


50d  May 

DESCRIPTION 

Under  a  tall  tree  with  brown  trunk,  dark  green  leaves, 
and  red  fruit  on  the  right  are  a  white-bearded  man  on  a 
white  horse  and  a  fair-haired  woman  on  a  dark  brown 
one.  Each  holds  a  spray  of  green  and  yellow  leaves.  The 
man  has  a  gray-pink  cap  over  a  pink  and  yellow  head 
covering  and  a  blue  jacket.  His  horse  has  pink  and  yellow 
harness.  The  woman  has  a  yellow  and  pink  hat,  yellow 
and  white  sleeves,  and  a  very  full  dress  in  red  with  a  pink 
pattern,  held  at  the  shoulders  by  red  jewels,  and  a  blue 


belt.  Her  horse  has  pink  harness  with  a  dull  yellow  pat- 
tern; the  saddlecloth  has  a  blue  center,  decorated  with  dull 
yellow  medallions  containing  two-headed  eagles.  Behind 
this  pair  are  a  fair-haired  young  couple  both  riding  a  horse 
that  has  a  pale  yellow  head  and  black  mane,  legs,  and  tail. 
The  boy  has  a  pink  cap,  white  shirt,  blue  and  red  breeches, 
pale  blue  leg  covering,  and  a  pale  yellow  cloak;  the  girl  has 
a  pale  yellow  hat,  pink  and  white  costume,  and  a  wide 
blue  cloak  ornamented  in  yellow.  The  saddlecloth  is  gray- 
pink  with  a  pale  gray  pattern.  A  couple  are  sitting  on  the 
ground  in  front  of  the  riders.  The  girl  has  a  white  kerchief, 
a  blue  hat  with  pink  and  yellow  feathers,  and  a  blue  dress; 
the  fair-haired  boy  has  a  red  hat  with  a  blue  plume,  a  pink 
slashed  costume  with  blue  appearing  in  the  openings,  blue 
stockings,  tied  with  red  below  the  knee,  and  brown  shoes. 
He  has  a  brown  and  yellow  short  sword  slung  at  his  side 
and  leans  on  a  brown  and  white  drum,  holding  a  drum- 
stick. 

On  the  far  left  is  a  stone  fountain  in  shades  of  gray  and 
brown  under  a  brown  tree  with  dark  green  foliage;  white 
water  gushes  from  a  fantastic  carved  head  and  falls  into  a 
rectangular  basin  full  of  blue  and  white  water.  A  jester 
with  white  hair  and  beard  sits  on  the  rim.  He  has  a  red  and 
pink  costume  with  a  blue  belt,  decorated  in  dull  yellow, 
from  which  hang  yellow  bells.  His  red  garters  also  have 
yellow  bells.  His  shoes  are  brown.  He  leans  on  a  cream- 
colored  tambourine  with  a  blue  band  around  it  as  he  turns 
toward  a  fair-haired  seated  woman  in  red-purple  and  a 
pink  hat  with  a  white  plume.  On  the  ground  beside  her  sits 
a  woman  with  fair,  elaborately  dressed  hair,  in  blue,  with 
pink  appearing  at  the  shoulders  and  through  the  slits  of 
her  sleeves.  She  has  a  red  belt.  A  fair-haired  child  in  red 
with  a  blue  and  yellow  sash,  holding  a  yellow  ball  in  his 
left  hand,  embraces  her.  Next  to  them  is  a  white  dog  with 
black  and  brown  markings.  In  the  lower  center  of  the 
tapestry,  running  to  the  right,  is  a  fair-haired  child  in  pale 
blue  with  a  yellow  belt  and  red  boots,  who  holds  yellow 
arrows  with  dark  blue  and  red  feathers  and  dark  gray 
points.  Behind  him  is  a  man  in  pink  and  blue  with  a  red 
cap,  bending  a  yellow  bow;  he  has  a  brown  quiver  full  of 
red,  blue,  and  yellow  arrows  at  his  back. 

In  the  middle  distance  is  a  tall  maypole,  with  a  hanging 
circlet  and  foliage  halfway  up  it  and  a  bird  at  the  top.  At 
the  foot  of  the  pole,  two  men  in  pale  pink,  blue,  and  yellow 
are  about  to  loose  arrows  at  the  bird.  Around  them  is  a 
crowd  of  men  in  similar  colors,  some  carrying  bows.  On 
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the  right  are  a  man  beating  a  drum  and  another  playing  a 
fife;  on  the  left  is  a  young  woman. 

In  the  distance  on  the  left  is  a  low  wall  with  many  people 
sitting  or  leaning  on  it;  behind  this  are  substantial  build- 
ings, trees,  and  bushes.  More  people,  some  dancing,  are 
visible  in  the  center,  with  a  castle  and  low  hills  in  the 
background.  On  the  right  is  a  wood  in  very  pale  greens 
and  yellows  with  people  and  a  dog  emerging  from  it,  some 
carrying  bows  or  branches;  a  man  and  a  woman,  both 
riding  on  a  white  horse,  lead  the  way.  On  the  far  right  is  a 
glade  between  dark  blue,  green,  and  yellow  trees.  The  sky 
has  some  pale  blue  patches  at  the  top,  but  is  largely  in 
shades  of  gray.  The  foreground  is  in  shades  of  brown, 


gray,  green,  and  tan,  with  many  plants  in  dark  blue-green; 
some  have  red,  pink,  blue,  and  white  flowers.  On  the  lower 
right,  in  dark  brown,  is  the  name  audran.  The  zodiacal 
sign  is  a  pair  of  nude  children  (Gemini)  on  clouds. 


CONDITION 

Small  areas  of  repair  are  visible  throughout,  especially 
in  the  sky  and  lower  left  corner.  An  irregular  strip  along 
the  lower  edge  indicates  an  alteration  made  at  the  time  of 
weaving  to  increase  the  height.  The  horizontal  guards  are 
replacements. 
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SOURCE  OF  THE  DESIGN 

The  original  composition  is  known  from  a  Flemish  tap- 
estry formerly  in  the  Ffoulke  collection  and  now  in  the 
Huntington  Library  and  Art  Gallery,  San  Marino,  Cali- 
fornia. This  is  in  the  reverse  direction  from  that  of  5od  and 
includes  only  the  central  part  of  the  design,  from  the  group 
of  three  people  sitting  by  the  fountain  to  the  hindquarters 
of  the  black  horse,  omitting  its  tail.  Only  the  heads  and 
shoulders  of  the  second  couple  on  horseback  are  visible; 
they  are  standing,  not  riding,  immediately  under  the  large 
tree.  The  woman  who  turns  to  look  at  the  jester  is  replaced 
by  a  seated  young  man,  looking  toward  the  center  of  the 
tapestry.  Between  the  running  child  and  the  seated  woman 
and  child  is  a  jester,  stooping  to  roll  a  spoked  hoop.  There 
is  no  dog.  The  large  building  in  the  background  is  clearly  a 
church  and  a  fair,  with  booths,  is  being  held  in  the  church- 
yard. 

The  cartoon  in  the  Chateau  of  Fontainebleau  shows  the 
jester  at  the  side,  not  in  the  middle,  but  does  not  include 
the  fountain. 


RELATED  TAPESTRIES 

The  Mentmore  example  repeats  the  Flemish  composi- 
tion. The  May  with  the  added  Toulouse-Noailles  arms 
was  in  the  Norton  Simon  Foundation  sale,  Parke-Bernet, 
New  York,  May  7,  8, 1971  (no.  230,  illus.);  it  was  owned 
by  the  Paris  dealer  Dario  Boccara  in  1976.  It  has  the  same 
composition  in  the  same  direction  as  the  Flemish  original 
except  that  it  is  square;  the  design  is  cut  on  the  right  and 
the  figures  are  more  crowded. 

The  example  woven  by  Souet  in  171 2  was  in  the  Gaston 
Menier  sale,  Galerie  Jean  Charpentier,  Paris,  November 
24,  1936  (no.  107,  illus.);  it  is  a  narrow  upright  in  the 
opposite  direction  from  5od,  showing  only  the  riders  in  a 
compact  group  under  the  tree,  the  seated  couple  in  front  of 
them,  and  the  drum  and  fife  players  behind.  The  distant 
man  and  woman  embracing  each  other  are  seen  between 
the  white  horse  and  the  drummer.  The  May  of  the  three 
pieces  made  for  the  princesse  de  Conti,  1731-35,  is  at 
Pau;23  it  is  also  in  the  opposite  direction,  and  is  horizontal, 
but  the  extra  width  has  been  gained  by  adding  trees  and 
plants  on  either  side  instead  of  new  figures.  The  distant 
embracing  couple  and  the  jester  rolling  a  hoop  are  present, 
the  dog  in  the  foreground  is  missing.  The  same  early  fea- 
tures are  seen  on  a  May  formerly  in  the  Martin  Le  Roy 


collection,  sold  at  the  Hotel  Drouot,  Paris,  March  23, 
1983  (no.  137,  illus.),  which  has  the  zodiac  sign  of  the 
scales  (September)  and  side  borders  of  an  eighteenth- 
century  type  with  small  cupids  in  medallions.  These  also 
appear  on  a  May  in  the  United  States  Embassy,  Brussels. 

Lefebvre's  May  of  1732  in  the  Mobilier  National  is 
horizontal  and  includes  the  jester  by  the  fountain  and  the 
extra  couple  on  the  right;  it  has  been  further  enlarged  on 
this  side  by  the  addition  of  a  standing  young  man  and  two 
dogs.  Audran's  May  of  1737—40  was  in  Dresden  and  the 
May  of  1747—51  in  the  set  woven  by  Monmerque  and 
Cozette,  given  to  the  cardinal  des  Lances  in  177 1,  is  in  the 
Palazzo  Doria,  Rome.24  The  latter  is  narrower  than  5od, 
the  left  border  cutting  off  part  of  the  fountain  and  the  tree 
above  it;  the  couple  on  a  single  horse  on  the  far  right  are 
missing.  The  May  by  Cozette  of  1767—70  belongs  to  the 
Mobilier  National. 

Examples  from  sets  commissioned  by  private  purchasers 
are  also  known.  One  without  borders,  signed  "Audran," 
is  recorded  as  having  been  in  the  Reitlinger  collection, 
Paris.25  A  wider  composition,  with  the  young  man  and 
two  dogs  behind  the  riders,  was  used  for  the  May  in  the 
Paul  Meurice  sale,  Hotel  Drouot,  May  25,  1906  (no.  61, 
illus.),  sold  again  at  the  Hotel  Georges  V,  Paris,  March  19, 

1981  (no.  385,  illus.),  and  at  the  Hotel  Drouot,  June  17, 

1982  (no.  148,  illus.);  the  border  is  that  of  the  four  Widener 
Months.  A  simpler  border,  without  any  medallions  or 
zodiacal  signs,  was  used  on  a  May  by  Audran  in  the  Cleve- 
land Museum  of  Art;26  it  shows  the  four  riders,  but  not  the 
jester  at  the  fountain,  though  including  the  woman  turning 
toward  him. 

50e  July 

DESCRIPTION 

Under  a  tree  with  a  brown  trunk,  dark  green  leaves,  and 
reddish  fruit  are  a  woman  on  a  white  and  pale  brown 
horse  and  a  man  on  a  pale  brown  one  with  dark  mane  and 
legs.  She  wears  a  blue  hat  with  red,  pink,  and  white  feath- 
ers, a  blue  petticoat,  and  a  yellow  sleeveless  dress  with  a 
blue  pattern;  her  upper  sleeves  are  lavender  and  pink,  her 
under  ones  dull  yellow.  A  hooded  hawk  perches  on  her 
gloved  right  hand;  the  horse's  harness  is  pink.  Her  com- 
panion has  a  red  hat  with  pink  plumes,  a  pink  coat,  and 
red  sleeves;  he  tosses  up  a  gray  lure  with  a  red  center.  His 
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50e 


horse  has  a  blue  harness.  To  the  left  is  a  young  fair-haired 
man  on  foot,  wearing  a  red  cap  with  a  pink  feather.  He  has 
a  white  shirt,  a  red,  blue,  and  yellow  jacket,  red  breeches, 
and  leg  coverings,  tied  below  the  knee  with  blue  and  yel- 
low garters,  and  blue  openwork  sandals;  he  holds  a  dead 
white  bird  in  his  right  hand  and  a  yellow  stick  in  his  left.  A 
sword  in  a  brown  scabbard  hangs  at  his  left  side,  and  he  is 
accompanied  by  two  white  dogs,  one  with  brown  spots. 

A  prickly  bush  with  dark  green  leaves  and  red  fruit  is 
seen  behind  the  spotted  dog.  Above  are  two  men,  both 
with  long  sticks  over  their  shoulders.  The  foremost  is  in 
pale  pinks  and  yellows  with  gray  shoes;  he  has  a  sword  at 
his  right  side.  The  bald,  bearded  man  behind  him  is  in  dull 
pale  red,  pink,  and  blue.  At  the  right  of  the  tapestry  is  a 
tree  stump  with  a  few  green  leaves  and  a  dark  green  vine 
twisted  around  it.  Behind  this  is  a  blue  pond;  on  the  near 
bank,  a  boy  in  pink  and  red  sits  on  a  blue  cloth.  Two  nude 
boys  are  swimming  in  the  pond  and  two  others  are  on  the 
far  bank,  one  in  the  process  of  taking  off  a  white  garment. 
Their  pink  and  white  clothes  lie  behind  them. 

In  the  distance,  two  men  in  red,  white,  yellow,  and  blue 
are  cutting  green  grass  with  scythes.  On  the  far  left  is  an 
open  shed  in  dull  pale  yellow  with  a  bridge  in  front  of  it 
and  a  man  in  blue  and  yellow  standing  under  it.  Another 
man  in  dull  red,  yellow,  and  white  approaches.  In  the 
center,  above  the  hooded  hawk,  is  a  loaded  yellow  hay 
wain  drawn  by  two  pale  brown  horses;  a  man  rides  one  of 
them.  In  the  sky,  at  the  upper  right,  a  pale  gray  hawk 
swoops  on  its  prey.  The  distant  landscape,  with  buildings, 
trees,  fields,  and  low  hills,  is  in  very  pale  tones  of  yellow 
and  gray.  The  sky  is  blue  in  the  upper  right,  white  and  pale 
gray  elsewhere,  except  in  the  upper  left,  where  it  is  in  a 
colorless,  neutral  tone,  with  no  variations.  The  fore- 
ground is  in  shades  of  brown,  green,  tan,  and  yellow;  at 
the  lower  left  it  has  a  marked  reddish  yellow  tone.  There 
are  a  number  of  dark  green  plants  and  brown  pebbles.  At 
the  lower  right,  in  black,  is  the  name  audran.  The  zodia- 
cal sign  is  a  lion  (Leo). 

CONDITION 

The  left  side  is  modern.  The  new  section  starts  at  the  top 
to  the  left  of  the  central  tree,  includes  part  of  the  land- 
scape, most  of  the  bearded  man  and  prickly  bush,  and  the 


rear  end  of  the  spotted  dog;  it  continues  through  the  lower 
border  about  midway  between  the  central  and  corner  me- 
dallions. The  colors  in  this  section,  which  includes  the 
whole  left  vertical  border,  are  much  faded  and  have  a 
yellowish  tinge.  An  irregular  horizontal  strip  at  the  lower 
right  indicates  an  adjustment  made  at  the  time  of  weaving 
to  increase  the  height.  The  background  is  faded.  The  hori- 
zontal guards  are  replacements. 

SOURCE  OF  THE  DESIGN 

The  original  composition  can  be  inferred  from  the  ex- 
ample at  Pau,27  which  is  in  the  same  direction  as  5oe  and 
certainly  a  reverse  of  the  Brussels  original;  the  walking 
man  in  the  foreground  of  the  tapestry  at  Pau  wears  his 
sword  at  his  right  side,  an  error  that  has  been  corrected  in 
5oe.  The  chief  difference  is  the  position  of  the  two  dogs, 
which  are  shown  nuzzling  each  other  immediately  under 
the  horses;  there  are  also  more  children  swimming  and 
more  figures  harvesting.  The  hawk  attacking  its  prey  is 
absent  and  the  trees  in  the  center  and  on  the  right  rise  to 
the  upper  border  which  cuts  them  off. 

RELATED  TAPESTRIES 

The  Mentmore  July  and  the  one  woven  by  Souet  in 
1 7 14  that  was  in  the  Gaston  Menier  sale  (no.  109,  illus.) 
are  in  the  reverse  direction  from  5oe  and  preserve  the  early 
composition  with  the  dogs  below  the  horses  and  more 
swimming  and  harvesting  figures.  A  July  signed  "Audran" 
in  the  Spanish  National  Collection  may  be  from  his  set  of 
1733-43;  that  from  the  set  of  1737-40,  by  Audran  and 
Monmerque  was  in  Dresden.  A  July,  without  borders, 
signed  "Audran,"  is  recorded  as  showing  a  vintage  scene, 
and  so  presumably  is  actually  October.28  Another,  lent  to 
San  Francisco  in  1922,29  was  owned  by  the  New  York 
dealer  Vojtech  Blau  in  1980;  it  has  the  same  border  as  the 
four  pieces  formerly  in  the  Widener  collection.  It  is  very 
close  to  5oe,  but  is  slightly  reduced  on  the  left  and  at  the 
bottom.  An  example  in  the  Lady  Lever  Art  Gallery,  Port 
Sunlight,  is  in  the  reverse  direction  to  5oe.  It  preserves  the 
early  features,  but  has  a  border  with  children  in  medal- 
lions, very  similar  to  the  May  formerly  in  the  Martin  Le 
Roy  collection,  except  that  there  is  no  sign  of  the  zodiac.30 
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5  Of  August 

DESCRIPTION 

Under  a  tree  with  a  brown  trunk  and  green  foliage,  an 
elderly  woman,  paying  her  farm  laborers,  sits  on  a  dark 
gray-brown  rock.  She  wears  a  pink  cap  over  a  white  ker- 
chief, a  pink  dress  with  blue  stripes  around  the  hem,  a  red 
belt,  green  petticoat,  and  yellow  and  brown  shoes.  She  has 
a  red  bag  in  her  right  hand  and  presents  a  white  coin  to  a 
young  man  in  a  red  jacket,  blue  breeches,  and  gray  stock- 
ings and  shoes;  he  has  a  yellow  bag  and  what  is  possibly  a 
knife  container  slung  from  a  yellow  belt.  Between  the  two 
people  is  a  pale  brown  dog  with  a  red  spiked  collar.  Be- 
hind it,  a  man  with  a  white  beard  leans  on  a  yellow  stick. 
He  is  dressed  in  blue,  with  a  pink  cap  and  yellow  and 
brown  shoes.  To  the  left  of  the  old  woman  are  two  seated 
boys.  The  foremost  has  a  dull  blue  coat,  red  cap,  red  stock- 
ings with  blue  garters,  and  gray  and  yellow  shoes;  he  holds 
a  pale  yellow  board  on  which  he  is  making  a  tally  with  a 
piece  of  chalk.  The  boy  partly  visible  behind  him  is  in  pale 
brown.  Farther  to  the  left,  a  young  man  holding  a  stick  sits 
on  the  same  rock.  He  has  a  pale  blue  cap,  a  fringed  yellow 
sleeveless  jacket  over  a  pink  shirt,  gray-pink  stockings  with 
pink  garters,  and  pale  yellow  shoes.  A  blue  belt  supports  a 
pale  gray  object  at  his  side.  Facing  him,  a  young  girl  places 
some  white  coins  on  a  pale  brown  block.  She  has  a  white 
kerchief  and  a  blue  dress  with  a  pale  pink  collar,  belt,  and 
cuffs;  she  holds  a  pale  yellow  bag  in  her  left  hand.  On  the 
far  left  are  two  dead  tree  trunks  in  pinkish  brown  with  a 
green  vine  twisting  around  them.  To  the  right  of  the  cen- 
tral group  is  a  seated  woman  wearing  a  red  and  white  cap, 
a  gray-pink  dress  with  detached  red  sleeves  over  a  white 
blouse,  a  brown  petticoat,  and  a  yellow  apron;  she  has  her 
left  hand  on  the  handle  of  a  yellow  and  brown  basket 
containing  a  white  substance.  She  sits  under  two  tree 
trunks  with  scanty  green  foliage.  In  the  foreground  on  the 
right  is  a  brown  and  white  dog  with  two  links  of  a  chain 
hanging  from  its  collar. 

In  the  middle  distance  on  the  left,  on  the  other  side  of  a 
pale  blue  pond  with  green  reeds,  is  a  farm  wagon  laden 
with  sheaves  of  grain,  in  shades  of  pale  yellow,  gray,  and 
brown.  A  man  in  pale  pink  and  yellow,  holding  a  pitch- 
fork, walks  beside  it.  It  is  drawn  by  two  pale  brown  horses, 
one  ridden  by  a  boy  in  pale  blue-gray,  flourishing  a  whip. 
They  are  approaching  a  gate  tower,  stone  below  and 


wood  above;  in  the  doorway  are  a  man  in  blue-gray  hold- 
ing a  pitchfork  and  a  woman  in  pale  dull  pink.  A  stone 
wall  is  seen  behind  the  wagon,  with  a  farmyard  on  the 
other  side.  Here  is  a  well,  with  a  woman  lowering  or 
raising  a  bucket,  a  farm  cart,  and  thatched  buildings;  on 
the  left  and  in  the  distance  are  green  trees  and  bushes. 

Behind  the  central  figures  of  the  tapestry  is  a  field  of 
grain.  To  the  left,  it  has  been  cut  and  laid  in  sheaves;  in  the 
center  two  women  are  stooping  to  bundle  it,  and  on  the 
right  two  men  are  reaping,  their  short  scythes  raised  in 
their  left  hands.  Another  wagon  drawn  by  two  horses  is 
being  loaded.  Farther  to  the  right  are  a  man  holding  a  long 
scythe  and  two  bending  women  in  pale  pink  and  blue.  On 
the  far  right,  nearer  the  foreground,  are  a  man  in  a  red  cap 
and  red-brown  costume,  with  a  gray  pouch  at  his  side, 
holding  a  stick,  and  a  girl  with  a  pink  cap  and  a  blue  and 
pink  dress.  Fields,  trees,  and  low  hills  in  pale  yellows  and 
grays  are  seen  in  the  distance.  The  sky  is  pale  blue  on  the 
upper  right,  abruptly  changing  to  a  colorless  neutral  tone 
near  the  corner;  on  the  left,  it  is  covered  by  gray  and  white 
clouds.  The  foreground  is  in  shades  of  gray,  brown,  pale 
yellow,  tan,  and  green,  with  many  dark  green  plants;  a  few 
pink  flowers  are  visible.  At  the  far  right,  it  has  a  marked 
reddish  yellow  tone.  The  zodiacal  sign  is  a  woman  with 
floating  drapery,  holding  a  branch  (Virgo). 


CONDITION 

A  vertical  section  on  the  far  right,  including  the  side 
border,  is  modern.  This  area  starts  to  the  right  of  the  large 
right-hand  tree,  continues  through  the  fields  and  trees  in 
the  middle  distance,  and  includes  the  girl  and  all  the  fo- 
liage below  her  that  conceals  half  the  lying  dog.  The  colors 
in  this  section  are  much  faded  and  have  a  yellowish  tinge. 
An  irregular  horizontal  strip  at  the  bottom  indicates  an 
adjustment  to  increase  the  height  made  at  the  time  of 
weaving.  The  guards  are  all  replacements,  except  on  the 
left  side. 


SOURCE  OF  THE  DESIGN 

The  original  composition  is  shown  in  the  Mentmore 
example,  which  is  reversed  from  5 of.  It  is  narrower;  the 
areas  between  the  loaded  wagon  and  the  border  and  be- 
tween the  seated  woman  holding  a  basket  and  the  border 
are  missing.  It  also  shows  a  man  attempting  to  embrace 
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the  woman  with  a  basket  and  being  repulsed  by  her;  he 
does  not  appear  in  5  of.  The  reaping  in  the  background  is 
being  done  in  the  characteristic  Flemish  way  (see  49a), 
which  was  not  reproduced  accurately  in  the  later  French 
versions.  The  same  composition  was  used  for  the  August, 


woven  by  Souet,  1714—15,  in  the  Gaston  Menier  sale  (no. 
110,  illus.),  and  a  replica,  signed  "I.S.,"  in  the  Kunstindu- 
strimuseet,  Oslo.31  Chastelain  and  Yvart  made  a  widened 
copy  (9  pieds)  of  the  original  August  in  1721;32  this  was 
presumably  the  basis  of  the  design  of  5  of. 


RELATED  TAPESTRIES 

In  addition  to  the  Mentmore  and  Souet  versions,  an 
example  with  added  Toulouse-Noailles  arms,  sold  at 
Christie's,  July  2, 198 1  (no,  12,  illus.),  and  now  in  Vaux- 
le-Vicomte,  owned  by  the  comte  de  Vogue,  shows  the 
original  Flemish  composition  and  is  in  reverse  from  5  of. 
The  Mozin  piece  of  1688—89  is  *n  the  Louvre,  the  Lefebvre 
of  1731—33  is  at  Pau;33  the  latter  is  in  the  same  direction 
as  5  of.  It  has  the  narrower  composition  of  the  Flemish 
original  and  includes  the  man  trying  to  embrace  the  woman 
with  the  basket.  Audran's  August  of  1737-40  was  in 
Dresden;34  it  is  an  upright  tapestry  and  has  the  narrow 
scene  of  the  original,  but  the  enterprising  man  is  omitted. 
A  square  August  with  the  same  characteristics  was  in  the 
Palais  de  San  Donato  sale,  Florence,  March  15, 1880  (no. 
1936,  illus.);  it  has  the  border  of  the  four  Widener  pieces. 
An  entrefenetre  with  an  eighteenth-century  border  was  in 
the  Jan  Suchecki  sale,  Parke-Bernet,  New  York,  January 
2—4,  1948  (no.  374,  illus.);  it  shows  only  the  two  figures 
on  the  far  left,  with  the  wagon  and  building  above  them, 
reversed  from  5  of. 


50g  September 

DESCRIPTION 

A  fair-haired  woman  on  a  white  horse  with  red  and 
yellow  harness  approaches  from  the  left.  She  wears  a  yel- 
low head  covering  with  a  jeweled  band  and  a  white  plume. 
Her  white  bodice  shows  through  the  openings  of  her 
striped  red  and  yellow  sleeves.  She  has  a  red  underskirt, 
largely  covered  by  a  full  gray  dress,  ornamented  in  yellow, 
with  a  blue  and  yellow  border  adorned  with  gems.  At  her 
left  is  a  man  in  red  with  a  white  plume  in  his  cap,  riding  a 
pale  brown  horse  with  gray,  yellow,  and  red  harness.  Partly 
seen  behind  the  pair  is  a  young  woman  in  blue  and  yellow 
and  a  feathered  cap,  riding  a  pale  brown  horse  with  gray 
harness.  Immediately  below  her  is  a  white-bearded  man 
on  foot,  holding  a  spear;  he  has  a  red  cap,  yellow  jacket, 
lavender-pink  shirt,  blue  breeches  with  red  stripes,  pink 
stockings  with  red  ties,  and  brown  shoes. 

In  the  center  of  the  tapestry  stands  a  man  seen  from 
behind,  holding  a  short  stick;  his  hair  is  brown,  his  cap 
red,  with  a  dark  gray  feather.  He  wears  a  pink  and  yellow 
coat,  red  breeches  with  pale  blue  showing  through  the 


slashes,  pink  leggings  tied  with  gray-blue,  and  brown 
shoes.  A  yellow  hunting  horn  hangs  from  a  blue  strap  over 
his  shoulder  and  he  has  a  covered  box  at  his  left  side  and  a 
knife  in  a  yellow  sheath  at  his  right.  Between  him  and  the 
horses  is  a  white  and  brown  dog  and,  above  it,  a  man  in 
red  and  yellow,  with  a  knife  at  his  right  side,  holding  a 
short  stick. 

On  the  far  left  are  three  men  with  spears.  The  foremost, 
sitting  on  a  grass-covered  pale  brown  rock,  has  a  red  cap, 
sleeves,  and  leg  coverings,  pale  yellow  jacket,  dull  laven- 
der breeches,  and  brown  shoes;  his  spear  has  a  red  tassel 
below  the  point.  The  man  seen  from  the  back  has  brown 
hair,  a  pale  blue  jacket,  gray-pink  sleeves  and  breeches, 
bright  blue  garters,  and  brown  shoes.  The  third  spearman, 
partly  visible,  is  in  pale  gray-pink  with  a  red  cap. 

On  the  right  of  the  tapestry  is  a  fair-haired  young  man 
seen  from  the  back,  sounding  a  gray  and  yellow  horn,  held 
in  his  left  hand.  With  his  right,  he  holds  on  a  rope  a  white 
hound  with  pale  yellow  ears  and  collar.  He  wears  a  pale 
gray-pink  jacket  over  a  yellow-striped  blue  shirt,  red 
breeches  with  blue  in  the  slashes,  red  leg  coverings  with 
blue  garters,  and  pale  brown  shoes.  The  strap  of  his  horn 
across  his  back  is  dull  yellow.  Between  him  and  the  central 
figure  is  a  man  in  pink  and  red  with  blue  leggings  tied  with 
yellow,  holding  two  white,  gray,  and  brown  dogs  on  a 
rope.  On  the  far  right  is  a  clump  of  trees  with  brown 
trunks  and  green  and  yellow  leaves.  Between  them,  a  boy 
in  dull  pink  and  another  in  gray  are  partly  visible. 

Behind  the  main  figures  is  a  blue  and  gray  lake,  fringed 
with  dark  green  rushes.  A  man  in  pale  dull  pink,  holding  a 
stick,  runs  alongside  it.  The  head  of  a  pale  brown  stag  rises 
from  the  water,  with  a  man  grasping  its  antlers;  three  dogs 
are  swimming  toward  it.  On  the  left  and  right  banks  are 
men  with  dogs  and,  farther  away  in  the  lake,  a  rowboat 
with  several  people  in  it.  There  are  pollarded  trees  with 
dark  green  leaves  on  the  right  bank  and  in  the  distance  a 
large  castle  with  pale  gray  roofs,  approached  by  a  bridge. 
The  background  on  the  left  consists  of  trees  with  green, 
yellow,  and  brown  leaves;  in  the  center  are  woods,  fields, 
and  high  hills  in  pale  tones,  with  trees  and  fields  on  the 
right.  The  sky  is  blue  on  the  right,  with  gray  and  white 
clouds  on  the  left  and  in  the  center.  The  foreground  is  in 
shades  of  brown,  gray,  and  tan,  with  a  number  of  dark 
green  plants.  On  the  right,  in  brown,  is  the  name  audran. 
The  zodiacal  sign  is  a  pair  of  scales,  seen  above  clouds 
(Libra). 
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50g 


CONDITION 

An  irregular  horizontal  section  immediately  above  the 
lower  border  appears  to  be  an  addition  made  at  the  time  of 
weaving;  inconsistencies  in  the  upright  borders  may  also 
be  related  to  an  error  in  height  in  the  original  weaving. 
There  are  a  number  of  small  areas  of  repair,  especially  in 
the  upright  borders.  The  horizontal  guards  are  replace- 
ments. 

SOURCE  OF  THE  DESIGN 

The  designer  was  influenced  by  September  in  the  Hunts 
of  Maximilian  series  (see  47),  which  also  shows  a  lake 
with  a  castle  in  the  distance,  a  man  in  the  water  grasping 
the  antlers  of  a  stag,  and  huntsmen  and  ladies  on  horse- 
back and  on  foot,  with  hounds,  in  the  foreground.  Some 
figures,  such  as  the  man  seen  from  behind  and  the  mounted 
woman  who  turns  her  head  sharply,  are  very  much  alike. 

The  original  composition  can  be  inferred  from  the  ex- 
ample at  Pau,  woven  in  1688  by  de  La  Croix.35  It  is  in  the 
same  direction  as  50g,  presumably  reversing  the  original; 
the  man  in  the  center  has  his  knife  slung  at  his  right  side  in 
both.  The  Pau  tapestry  is  narrower,  the  composition  end- 
ing at  the  tail  of  the  white  horse  on  the  left  and  close  to  the 
man  blowing  a  horn  on  the  right.  The  four  men  on  foot  to 
the  left  of  the  horses  and  the  dog  on  the  extreme  right  in 
50g  are  thus  eighteenth-century  French  additions;  there 
are  no  marked  differences  in  the  center  of  the  composi- 
tion. 

RELATED  TAPESTRIES 

The  Mentmore  September  is  like  the  Pau  example,  but 
reversed.  The  one  woven  in  173 1—32  by  Lefebvre  is  in  the 
Mobilier  National;36  it  is  narrow,  but  includes  the  bearded 
man  immediately  behind  the  horses.  Monmerque's  Sep- 
tember  of  1737-40  was  in  Dresden. 


50h  October 

DESCRIPTION 

In  the  lower  left  corner,  a  man  and  a  woman  are  seated 
on  the  ground.  She  wears  a  red  hat  with  a  white  plume 


over  a  red  and  blue  hairnet,  studded  with  pearls,  a  blue 
sleeveless  dress  with  a  red  and  yellow  band  at  the  hem, 
pink  hanging  sleeves,  and  a  white  bodice  with  pink  stripes. 
She  holds  a  shallow  white  cup  with  red  wine.  The  man  has 
a  red  hat  and  collar,  green  and  dull  yellow  jacket,  red  leg 
coverings  tied  with  yellow,  and  brown  shoes  with  blue 
laces.  He  supports  a  gray  jug  on  his  knee.  Behind  the 
couple,  an  elderly  woman  holds  out  a  white  dish  with  red 
and  blue  fruit  in  it  with  her  left  hand  and  gathers  up  other 
fruit  in  her  pale  gray-pink  apron  with  her  right.  She  has  a 
white  head  covering  and  a  yellow  scarf  with  blue  stripes; 
her  dress  is  orange  with  pale  gray-pink  sleeves.  She  stands 
under  a  brown  tree  with  dark  green  leaves  and  dull  yellow 
fruit. 

To  the  right  of  the  group  is  a  small  pale  brown  table 
supporting  a  brown  and  yellow  basket  containing  blue 
and  purple  bunches  of  grapes  on  their  branches  and  other 
fruit.  A  fair-haired  child  sits  on  the  ground  beside  it;  he 
has  a  blue  coat  over  a  white  shirt  and  sandals  with  blue 
straps  and  yellow  soles.  In  the  middle  distance  sits  a  young 
man  in  a  red  hat,  red  cloak  with  blue  stripes,  blue  shirt 
with  yellow  stripes,  pink  stockings,  and  yellow  shoes  with 
blue  laces.  He  embraces  a  standing  girl  in  a  white  kerchief, 
gray-white  blouse,  pale  brown-pink  dress,  and  dull  red 
shoes.  She  holds  a  yellow-brown  basket  containing  red 
and  yellow  fruit  with  green  leaves.  Behind  the  couple  is  a 
pale  yellow-brown  and  blue  arbor  covered  with  a  grape- 
vine; the  bunches  of  grapes  are  dull  blue  and  purple,  the 
leaves  dark  green  and  pale  yellow. 

Farther  away,  on  the  right,  is  a  low,  pale  brown  wine- 
press, with  two  men,  in  white,  blue,  and  brown,  treading 
the  red  grapes;  a  girl,  in  white  and  dull  red,  empties  a 
basket  of  grapes  into  it,  and  a  man,  in  white  and  dull  red, 
approaches  with  a  basket  on  his  shoulder.  There  are  a  tall, 
pale  brown  tree  and  some  blue-green  bushes  behind  the 
group.  Seven  people,  dressed  in  very  pale  tones  of  pink, 
blue,  yellow,  and  white,  dance  in  a  ring  and,  behind  them, 
three  musicians  playing  a  pipe,  a  bagpipe,  and  a  drum 
stand  under  a  tree. 

In  the  distance,  on  the  left,  seen  through  the  arbor,  is  a 
white  portico  and  pale  yellow  fields;  on  the  right  are  fields, 
trees,  and  hills.  The  sky  has  a  pale  blue  area  at  the  top,  but 
is  mostly  covered  with  gray  and  white  clouds.  The  fore- 
ground is  in  shades  of  brown,  green,  and  gray,  with  some 
large  dark  green  plants.  On  the  right,  in  red-brown,  is  the 
name  audran.  The  zodiacal  sign  is  a  scorpion  (Scorpio). 
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CONDITION 

A  small  area  in  the  old  woman's  apron  has  lost  its  wefts 
and  is  held  together  by  coarse  stitching.  The  guards  are 
missing;  a  dull  red  one  at  the  top  is  a  replacement. 

SOURCE  OF  THE  DESIGN 

The  sixteenth-century  composition  is  known  from  a 
Flemish  example  in  the  Joslyn  Art  Musuem,  Omaha,  Ne- 
braska, formerly  in  the  Ffoulke  collection.  This  is  the  re- 
verse of  5  oh  and  presumably  represents  the  direction  of 
the  original  weaving,  as  the  serving  woman  carries  the 
dish  in  her  right  hand.  It  is  wider,  showing  a  child  holding 
up  a  bunch  of  grapes  standing  between  the  seated  boy  and 
the  table  with  the  basket  of  fruit.  The  serving  woman  leans 
forward  from  behind  an  upright  of  the  arbor  and  a 
woman's  face  is  visible  between  the  heads  of  the  seated 
couple.  There  are  many  more  people  in  the  distance,  espe- 
cially in  the  group  treading  the  grapes.  The  large  tree  on 
the  left  and  the  trees  and  shrubs  behind  the  grape-pressing 
scene  have  been  added  to  5 oh. 

RELATED  TAPESTRIES 

The  example  with  added  Toulouse-Noailles  arms  was 
sold  at  Christie's,  July  2,  198 1  (no.  133,  illus.),  and  at 
Sotheby  Parke  Bernet  Monaco,  June  25, 1984  (no.  3250, 
illus.).  It  is  reversed  from  5 oh  and  shows  all  the  features  of 
the  Flemish  original.  Another  close  copy,  except  for  some 
changes  in  the  borders,  was  owned  by  the  New  York  dealer 
Vojtech  Blau  in  1982. 37  The  Mentmore  piece  is  also  like 
the  Flemish  but  there  is  no  figure  between  the  seated 
couple,  and  the  serving  woman  is  seen  in  full  length,  in 
front  of  the  arbor.  The  October  by  Mozin,  1688— 89,  is  in 
borderless  fragments  at  Pau;38  it  is  in  the  same  direction  as 
5 oh.  It  contains  the  standing  boy  and  the  woman  with  the 
seated  couple,  but  not  the  large  tree.  So  does  the  October 
of  17 1 2  by  Souet,  though  this  is  in  the  reverse  direction;  it 
was  in  the  Carl  Robert  Lamm  sale,  American  Art  Associa- 
tion, February  21-24, 1923  (no-  99^,  illus.).  Monmerque's 
October  of  1737—40,  formerly  in  Dresden,  has  the  stand- 
ing boy,  but  not  the  woman;  it  is  in  the  same  direction  as 
5  oh  and  includes  the  large  tree  and  the  trees  by  the  wine- 
press.39 A  borderless  Vendanges,  signed  "Audran,"  is 
recorded  as  in  the  Reitlinger  collection,  Paris,40  and  an 
October  by  the  same  weaver,  with  the  same  border  as  the 


Cleveland  May,  was  in  the  Ffoulke  collection;41  the  latter 
is  in  the  same  direction  as  52b  and  contains  both  children. 
It  is  signed  "Audran."  A  wide  example  with  the  standing 
boy,  but  without  the  large  tree  and  the  woman  with  the 
seated  couple,  was  sold  at  Sotheby  Parke  Bernet,  New 
York,  February  21,  1975  (no.  147,  illus.).  It  has  a  simple 
frame  border  and  was  owned  by  the  Hamburg  dealers 
Sameyah  in  June  1975. 


50i  November 

DESCRIPTION 

A  fair-haired  woman  with  a  pink  cap,  green  dress, 
green-lavender  sleeves,  and  red  apron  sits  under  a  brown- 
gray  oak  with  a  dark  green  creeper  growing  up  it;  she 
empties  dull  yellow  grain  from  a  gray  sack  with  blue 
stripes  into  the  white  apron  of  a  young  man  standing 
beside  her,  using  a  small  yellow  scoop  in  each  hand.  The 
man  has  a  red  hat  with  a  blue  earflap,  a  blue  shirt,  dull  red 
leg  coverings,  gray  stockings,  and  dark  brown  shoes.  Be- 
low, a  fair-haired  child,  in  pink,  sprawling  on  the  ground, 
buries  his  hands  in  another  sack.  To  the  right  of  the  tree 
sits  a  man  in  a  red  cap,  dull  pink  jacket  with  blue  studs  and 
dangling  laces,  slashed  red  breeches,  and  pink  stockings. 
He  gestures  toward  an  approaching  woman  who  carries  a 
brown  and  pale  yellow  basket,  an  open  round  vessel,  and 
a  brown  and  pale  gray  covered  cooking  pot.  She  wears  a 
white  kerchief,  blue  dress,  red-pink  sleeves,  pale  yellow 
and  white  apron,  and  pale  brown  shoes.  Behind  her,  a 
man  in  dull  yellow  with  a  gray  cap  is  partly  seen  conduct- 
ing a  white  horse  with  a  pale  gray  sack  over  its  back. 
Beyond  them  are  a  couple  sitting  on  the  bank  of  a  stream. 
The  man,  in  pale  dull  lavender,  yellow,  and  white,  raises  a 
fishing  rod  with  a  fish  on  the  hook;  the  woman  is  in  white, 
pale  pink,  and  blue,  and  places  one  hand  on  the  handle  of 
a  basket  holding  fish.  On  the  far  left  foreground  of  the 
tapestry  is  a  woman  sitting  on  a  grassy  ledge  under  an  oak 
with  a  creeper  growing  up  it.  She  has  a  gray  headdress, 
white  blouse,  red  dress,  pink  sleeves  and  apron,  and  pale 
brown  shoes.  A  fair-haired  child  in  dull  yellow-pink  with 
gray  boots  sits  beside  her.  She  turns  towards  a  bearded 
man  wearing  a  gray  hat  over  a  yellow  head  covering,  a 
white  falling  collar  and  shirt,  pale  yellow  coat,  blue  cloak, 
gray-green  leg  coverings,  and  pale  brown  shoes.  Beside 
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him,  a  girl  with  a  white  kerchief  and  blouse,  pale  yellow 
jacket,  and  pale  pink  sleeves  and  dress,  holds  a  pale  brown 
saucer  as  she  kneels  behind  a  pale  gray  sack  with  blue 
stripes.  A  pale  brown  and  gray  container  marked  with  a 
two-headed  eagle  in  dark  brown  rests  beside  it.  Farther 
away  on  the  right  are  two  women,  one,  in  a  white  kerchief, 
pink  and  white  sleeves,  and  white  apron,  sitting  beside  a 
pale  yellow-brown  basket;  the  other,  in  white,  dull  yel- 
low, and  brown,  kneeling,  has  her  hand  on  a  dull  yellow 
container.  A  pale  brown  bowl  with  a  gray  spoon  in  it 
stands  beside  her. 


Farther  away,  to  the  right,  is  a  man  sowing  grain  with 
his  left  hand;  he  is  in  pink,  with  darker  breeches,  pale 
yellow  leg  coverings,  and  a  white  apron  that  holds  the 
seed.  Behind  him  is  a  plow  drawn  by  a  white  and  a  gray 
horse  and  guided  by  a  plowman  in  pink  and  white.  Other 
figures  in  the  distance  include,  on  the  left,  a  sower  in  pink 
and  white  and  a  seated  woman  with  a  sack  on  the  ground 
beside  her.  Some  large  trees  with  green  and  yellow  leaves 
stand  on  grassy  patches  in  the  pale  yellow  and  brown 
plowed  fields.  In  the  center,  above  the  plow,  is  a  swineherd 
holding  out  his  hat  to  catch  the  acorns  that  another  man  is 


50i 


Detail  of  50i 


attempting  to  bring  down  for  the  pigs  at  their  feet.  On  the 
right  is  another  horse-drawn  plow  and,  on  the  other  side 
of  the  tree,  a  farm  wagon  with  a  pale  brown  horse,  being 
loaded  by  a  man  and  a  woman  in  pale  pink  and  blue. 
Another  couple  approaches  from  the  right.  The  back- 
ground shows  distant  hills,  fields,  woods,  and  a  fence  and 
farm  buildings  on  the  left  and  in  the  center,  in  very  pale 
tones  of  gray,  yellow  and  brown;  on  the  right  is  a  village 
behind  a  wall,  with,  in  the  foreground,  an  open-sided 
lean-to.  The  sky  has  some  pale  blue  areas  at  the  top,  but  is 
mostly  covered  with  gray  and  white  clouds.  The  fore- 
ground is  in  shades  of  brown  and  green,  with  a  number  of 
dark  green  plants.  The  zodiacal  sign  is  a  centaur  with  a 
bow  and  arrow  (Sagittarius). 

CONDITION 

The  background  is  greatly  faded,  especially  on  the  right, 
where  much  of  the  design  is  no  longer  legible.  The  slits, 
which  were  lavishly  used  for  areas  such  as  the  plowed 
fields,  have  frequently  opened.  The  horizontal  guards  are 
replacements. 

SOURCE  OF  THE  DESIGN 

The  original  composition  can  be  inferred  from  the  Mo- 
zin  tapestry  of  1688-89  at  Pau.42  It  is  in  the  same  direc- 
tion as  50,  presumably  the  reverse  of  the  original.  It  is 
much  narrower,  ending  on  the  left  with  the  seated  woman 
with  a  basket  and  on  the  right  with  the  woman  carrying  a 
pot.  The  area  with  the  seated  woman  with  a  child,  the 
standing  man,  and  the  kneeling  girl  beside  her,  and  the 
kneeling  woman  with  a  bowl,  all  on  the  left,  is  an  eigh- 
teenth-century French  addition,  as  is  the  portion  on  the 
right  with  the  man  with  a  horse,  the  man  fishing,  and  the 
woman  beside  him.  Some  of  the  trees  in  the  middle  dis- 
tance in  the  center  are  also  eighteenth-century  additions. 

The  cartoon  in  the  Chateau  of  Fontainebleau  does  not 
show  the  additions. 

RELATED  TAPESTRIES 

The  Mentmore  November  is  like  the  Pau  example,  but 
reversed.  A  piece  with  added  Toulouse-Noailles  arms, 
sold  at  Christie's,  July  2, 198 1  (no.  14,  illus.),  resembles  it; 
it  is  in  Vaux-le-Vicomte,  owned  by  the  comte  de  Vogue. 
Souet's  November  of  1712  is  recorded  as  having  been 


owned  by  the  Paris  dealer  Achille  Leclerq;43  Lefebvre's  of 
1732  is  at  Pau,  Audran's  of  1733  in  the  Mobilier  Na- 
tional, and  Monmerque's  of  1737—40  in  the  Hermitage, 
Leningrad.44  Cozette's  of  1767—70  was  formerly  in  the 
Schlossmuseum,  Gotha,45  and  was  sold  at  the  Galerie  Rol- 
ler, Zurich,  May  25,  1974  (no.  4871,  illus.),  and  at  Soth- 
eby's, Monaco,  December  4, 1983  (no.  119,  illus.);  it  is  a 
narrow  upright  in  the  same  direction  as  5oi,  extending 
only  from  the  foot  of  the  sprawling  child  on  the  left  to  the 
woman  with  a  pot  on  the  right.  An  example  with  borders 
like  those  of  the  seventh  and  eighth  sets,  but  with  no  coats 
of  arms  or  royal  initials  and  with  the  zodiac  signs  in  the 
upper  borders,  was  in  the  Joseph  Widener  collection,46 
and  was  sold  in  Philadelphia,  June  20—24, 1944  (no.  489). 
Another,  sold  at  Sotheby  Parke  Bernet,  New  York,  March 
25, 1972,  was  acquired  by  the  Paris  dealer  Dario  Boccara. 
It  is  similar  to  the  Widener  piece,  but  not  as  tall. 


50j  December 

DESCRIPTION 

Under  an  almost  bare  tree,  with  green  ivy  growing  up  its 
brown  double  trunk,  stands  a  young  man  wearing  a  blue 
cap  decorated  in  yellow  with  a  red  and  yellow  edge,  a  blue 
coat  with  brown  stripes  and  a  yellow  collar,  a  pink  shirt, 
dark  green  skirt  with  red  stripes,  red-brown  leg  coverings 
with  blue  garters,  and  brown  slippers.  He  has  a  sword 
with  a  yellow  hilt  and  yellow-tipped  brown  scabbard  at 
his  left.  Beside  him  stands  a  woman  with  a  pink  cap  and 
mantle,  fastened  with  blue  ties  and  decorated  in  pale  yel- 
low. Around  her  neck  is  a  brown  fur  piece,  ending  in  long 
green  ribbons  with  tassels.  Her  dangling  oversleeves  are 
edged  with  fur  and  her  hands  are  hidden  in  a  fur-edged 
muff.  In  front  of  the  pair,  to  the  right,  kneels  a  young  man 
in  lavender-pink,  with  a  red  collar  and  leg  coverings,  tied 
with  blue  bows.  His  sleeves  are  dull  yellow  and  a  gray  and 
yellow  sword  hangs  from  green  ribbons  at  his  left.  He 
fastens  a  skate  to  his  right  foot  with  blue  laces.  His  other 
skate  and  a  lavender-pink  cap  with  blue  and  dull  yellow- 
brown  plumes  lie  on  the  ground  beside  him. 

In  the  center  foreground  are  a  seated  couple;  the  man 
wears  a  red  cap  with  a  yellow  feather,  a  blue  costume  with 
yellow  stripes  at  the  hem,  dull  red  sleeves,  pink  stockings, 
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and  brown  shoes.  A  sword  with  a  yellow  hilt  and  gray 
scabbard  is  slung  by  red  straps  from  his  pink  belt.  The 
woman,  who  turns  toward  him,  has  a  white  kerchief,  blue 
hat  with  red  and  yellow  plumes,  and  a  red  dress.  Beside 
her,  a  child  in  yellow  warms  his  hands  at  a  dull  pink  pot 
with  red  embers.  Farther  to  the  left  is  a  seated  woman  in  a 


white  kerchief,  pink  blouse  with  blue  collar,  green  skirt, 
and  yellow  apron.  By  her  side  is  a  yellow-brown  basket 
holding  pink  and  brown  skates;  another  pair,  pink  with 
blue  straps,  leans  against  it.  A  fair-haired  child  in  blue 
with  red  stockings  and  yellow  shoes  reaches  across  her  lap 
to  take  a  yellow  fruit  from  an  elderly  bearded  man,  who 
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wears  a  red  cap  decorated  in  yellow,  a  purple-pink  coat 
with  an  ermine  collar  and  lining,  a  blue  shirt  with  a  red 
and  yellow  band,  dark  pink  breeches,  red  stockings,  and 
yellow  shoes.  Behind  him  is  a  standing  woman  with  a 
white  kerchief,  blue  dress,  pale  pink  oversleeves,  and  yel- 
low shoes,  holding  a  child  in  pink  with  red  hat  and  stock- 
ings. A  square  blue  and  yellow  bag  hangs  at  the  child's 
side.  A  young  man  in  dull  pink  with  a  blue  hat  and  yellow 
sleeves  stands  beside  them.  On  the  far  left,  between  two 
pink-brown,  almost  bare  trees,  encircled  by  blue-green 
vines,  is  a  man  in  a  dull  pink  cap  and  collar,  dull  lavender 
coat,  dull  yellow  sleeves,  dull  pink  breeches  and  stockings, 
and  yellow-brown  shoes,  holding  yellow-brown  skates 
with  dull  red  straps. 

In  the  middle  distance,  behind  the  central  figures,  is  an 
expanse  of  ice  in  tones  of  pale  gray,  blue,  and  white,  with 
many  figures.  Farthest  to  the  left,  a  boy  in  pale  yellow 
pushes  a  sled  on  which  sits  a  boy  in  pale  gray,  holding  two 
sticks.  A  young  man  in  pale  blue  with  pink  hat  and  stock- 
ings pushes  a  girl  in  pale  pink  with  a  pale  yellow-green 
skirt.  A  skater  in  dull  yellow  turns  to  look  behind  him.  A 
man  in  pale  lavender  and  blue  pushes  a  woman  in  pink 
with  a  blue  hat,  while  a  woman  in  pink  and  white  hangs 
onto  his  coat.  A  skater  in  pale  yellow  has  fallen  on  the  ice, 
and  several  others,  in  pale  tones  of  blue,  yellow,  and  pink, 
are  seen  in  the  distance.  In  the  background  on  the  left  are 
bare  trees,  fields,  and  hills  in  very  pale  shades  of  gray  and 
yellow.  Beyond  the  water  is  a  castle  in  pale  brown  and 
yellow  with  pale  blue  roofs;  it  is  partly  covered  by  a  dark 
green  creeper.  Many  buildings,  with  bare  trees  and  pale 
blue  hills  rising  behind  them,  are  seen  on  the  right.  The  sky 
has  small  blue  patches  at  the  top,  but  is  mostly  covered 
with  gray  clouds.  The  foreground  is  in  tones  of  brown, 
green,  and  pale  dull  yellow,  with  some  dark  green  plants; 
the  largest  of  these,  a  prickly  bush,  has  brown  and  green 
leaves.  The  zodiacal  sign  is  a  goat  with  forelegs  only,  end- 
ing in  a  scaly,  barbed  tail  (Capricorn). 


CONDITION 

The  background  is  much  faded.  The  horizontal  guards 
are  replacements. 


SOURCE  OF  THE  DESIGN 

The  composition  of  the  sixteenth-century  original  is 
known  from  a  Flemish  tapestry  formerly  in  the  Ffoulke 
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collection  and  now  at  the  Denver  Art  Museum.  This  is  in 
the  reverse  of  50]  and  presumably  represents  the  direction 
of  the  original.  The  scene  extends  only  from  the  richly 
dressed  standing  couple  to  the  woman  holding  a  child  in 
the  middle  distance.  Thus,  the  areas  to  the  left  and  right  of 
50],  including  the  man  seen  from  the  back  and  the  man 
kneeling  to  fasten  his  skate,  with  the  large  trees  and  the 
landscapes  behind  them,  are  the  work  of  the  eighteenth- 
century  designer.  In  the  center,  the  boy  holds  his  brazier 
instead  of  warming  his  hands  over  it  and  there  is  another 
figure  beside  him.  The  man  bending  over  the  woman 
places  a  finger  inside  her  bodice,  a  gesture  noted  in  a  1789 
inventory  as  a  "petite  gaite."47  He  and  the  seated  man  in 
the  center  have  swords  at  their  left  sides,  as  does  the  stand- 
ing man  on  the  right.  A  skater  immediately  behind  the 
figure  being  pushed  in  a  sled  has  been  omitted  in  50],  as 
well  as  a  burning  building  behind  the  richly  dressed 
couple.  There  are  fewer  figures  in  the  background  and 
fewer  plants  in  the  foreground. 

The  cartoon  in  the  Chateau  of  Fontainebleau  does  not 
include  the  additions. 

The  seated  woman  with  a  child  beside  her  and  a  man 
bending  over  them  are  close  to  three  similar  figures  on  the 
extreme  left  of  the  Separation  of  Abraham  and  Lot  in  the 
sixteenth-century  History  of  Abraham  series.48 


RELATED  TAPESTRIES 

The  Mentmore  December  is  close  to  the  Flemish  exam- 
ple in  Denver,  though  nearly  square.  The  December  of 
1 688  by  Mozin  at  Pau49  also  has  the  original  composition, 
but,  being  in  the  same  direction  as  50J*,  shows  swords 
being  worn  on  the  right.  The  December  by  Souet  of  171 2 
was  exhibited  at  San  Francisco  in  1922;50  it  was  then 
owned  by  Wildenstein  &  Co.  Lefebvre's  December  of 
1733  is  at  Pau,  Audran's  of  1741  in  the  Mobilier  Na- 
tional, and  Monmerque's  of  1737—40  was  at  Dresden. 
These  are  all  upright  or  square  panels.  Monmerque  and 
Cozette's  December  of  1748— 50  is  in  the  Palazzo  Doria, 
Rome.51  This  is  the  same  direction  as  50J;  it  is  a  narrow 
upright  and  omits  the  addition  at  the  sides  except  for  two 
of  the  trees  behind  the  richly  dressed  couple.  The  composi- 
tion is  the  same  as  the  center  of  50J.  Cozette's  December  of 
1 767-70  belongs  to  the  Mobilier  National.  The  same  nar- 
row composition  was  used  for  the  Widener  December*2 
sold  in  Philadelphia,  June  20—24, 1944  (no.  489,  illus.).  A 
narrow  upright  panel  showing  only  the  "petite  gaite" 
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group  and  the  figures  behind  them,  reversed  from  50],  was 
owned  by  the  Vigo-Sternberg  Galleries,  London,  in  1976; 
it  was  described  as  mid-seventeenth  century  Bruges.  An- 
other December  in  the  Mentmore  sale  (no.  814,  illus.) 
shows  the  scene  only  from  the  standing  couple  to  behind 
the  man  pushing  the  woman  on  the  ice.  It  is  in  the  reverse 
direction  from  50]  and  includes  the  burning  building. 
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5 1  Portiere  with  the  Chauvelin  arms 


From  a  set  of  tapestries  called  a  Cbancellerie 

French  (Paris);  designed  1679  an^  I70o,  and  the  borders  about 
1720,  by  Claude  Audran  III  (1658— 1734),  woven  in  the 
Gobelins  basse- lisse  workshop  of  Etienne  Claude  Le  Blond 
(c.  1700-175 1 ),  172.8—30,  as  a  gift  from  Louis  XV  to  Ger- 
main Louis  Chauvelin  (1685-1762),  Garde  des  Sceaux. 

Manufactory  initial  and  weaver's  name. 

Wool  and  silk. 

11  ft.  7V2  in.  x  9  ft.  2  in.  (3.54  m  x  2,79  m). 
21—23  warps  per  inch,  8—9  per  centimeter. 
Rogers  Fund,  1962  (62.91). 

DESCRIPTION 

In  the  center  are  the  arms  of  France  and  Navarre 
encircled  by  the  collars  of  Saint  Michel  and  the  Saint 
Esprit,  all  carried  out  in  tones  of  red,  blue,  yellow,  tan,  and 
red-brown.  A  dull  yellow  cherub  head  rises  above  the 
arms,  which  are  contained  in  a  cartouche,  flanked  by 
green  branches  of  palm  and  olive.  Above  the  cherub  is  a 
closed  dull  yellow  and  red  royal  crown  with  fleurs-de-lis. 
The  cartouche  rests  on  a  yellow  chest,  ornamented  with 
fleurs-de-lis  and  crowned  L's  (for  Louis).  The  yellow  and 
brown  head  of  a  ceremonial  mace,  surmounted  by  a  royal 
crown,  is  seen  on  either  side  of  the  chest.  An  ermine-lined 
purple  mantling,  decorated  with  fleurs-de-lis,  forms  a 
background,  falling  from  a  dull  yellow  and  red  canopy 
with  a  bow  of  red  ribbon  at  the  top  and  fleurs-de-lis  and 
tassels  at  the  bottom.  The  chest  rests  on  a  support  with 
scrolls  on  either  side  and  a  central  panel  of  a  yellow  eye 
with  rays;  this  stands  on  a  molded  gray  and  brown  hori- 
zontal shelf  simulating  stone.  The  background  is  blue, 
decorated  with  dull  yellow  fleurs-de-lis. 

The  borders  have  a  dark  pink  ground.  The  upper  and 
lower  borders  have  central  panels  framed  in  blue,  ending 
in  elaborate  pale  yellow  scrollwork.  In  the  center  of  the 
lower  border  is  a  cartouche  in  pale  blues  and  yellows  with 
a  coronet  around  a  gray  and  yellow  legal  cap  and  two 
yellow  mace  heads  above,  surrounding  a  medallion  with  a 
monogram  of  two  blue  C's  (for  Chauvelin)  on  a  yellow 
ground.  The  side  borders  are  alike,  except  for  the  figures 
in  the  center.  The  motifs  are  framed  by  blue  metallike 
bands.  They  show  crossed  yellow  maces  with  crowns  and 
fleurs-de-lis,  tied  with  red  ribbons,  and,  at  the  bottom,  the 


Chauvelin  arms  ("D'argent  a  un  chou  sauvage,  pomme  et 
arrache  de  sinople,  la  tige  accolee  d'un  serpent  ondoyant 
d'or,  la  tete  vers  le  haut"),1  shown  as  a  yellow  snake  with  a 
red  tongue  around  a  green  and  blue  tree  on  a  white  ground. 
The  arms  are  surmounted  by  a  coronet  and  a  legal  cap  and 
two  yellow  maces  are  crossed  behind  the  ermine-lined  red 
and  brown  mantling;  they  are  flanked  by  yellow-green 
palm  branches.  In  the  center  of  the  left  border  is  a  nude 
child  holding  a  sword  in  one  hand  and  a  pair  of  scales  in 
the  other  (Justice);  a  child  holding  a  palm  branch  (pre- 
sumably Mercy)  stands  behind  him.  Both  are  in  shades  of 
blue.  The  equivalent  group  on  the  right  shows  a  nude 
winged  child  wearing  a  helmet  with  a  plume  and  holding 
what  may  be  a  weapon;  his  companion  has  a  branch.  The 
borders  are  contained  in  a  simulated  frame  in  brown  and 
cream,  shown  as  if  lit  from  the  upper  left.  The  guards  are 
dark  blue;  in  the  lower  right  corner  in  pale  yellow  is  a 
fleur-de-lis  and  G  [for  Gobelins]  leblond. 

CONDITION 

Small  areas  of  repair  are  visible  in  the  guards. 

SUBJECT 

As  the  sets  of  the  Chancelleries  were  always  presents 
from  the  king  to  high  legal  officials,  chiefly  the  Chancellor 
or  the  Keeper  of  the  Seals,  all  the  symbolism  is  concerned 
with  their  offices.  The  chest,  with  the  king's  initials,  is  to 
hold  the  royal  seals,  the  all-seeing  eye  is  that  of  Justice,  the 
children  in  the  borders  are  Justice  and  Mercy  and  (possi- 
bly) Punishment  and  Reward. 

SOURCE  OF  THE  DESIGN 

The  design  of  the  set  woven  for  Chancellor  Michel  Le 
Tellier  in  1679  is  known  from  the  piece  in  the  Nissim  de 
Camondo  Museum,  Paris,  though  the  arms  in  the  lower 
corners  were  replaced  by  those  of  d'Argenson  about 
1737.2  The  basic  composition  was  used  for  all  later 
Chancelleries,  the  crowned  royal  arms  (here  France  only) 
are  under  a  canopy,  flanked  by  branches,  and  placed  on  an 
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ermine-lined  mantling  against  a  background  of  scattered 
fleurs-de-lis.  But  the  chest  and  crossed  maces  are  in  the 
lower  border  and  all  the  borders  show  marked  differences 
from  those  of  the  later  tapestries. 

In  1700/01,  payments  are  recorded  to  Guy  Vernansal 
(1648—172.9)5  Pavilion  (known  as  a  painter  of  coats  of 
arms  from  1690  to  17 12),  and  Claude  Audran  for  work 
on  this  series.  The  list  of  cartoons  at  the  Gobelins  made  in 
1736  shows  that  these  contributions  included  one  very 
wide  panel  with  figures  by  Vernansal  and  the  rest  by 
Audran,  and  another,  also  very  wide,  by  Audran,  with 
angels  holding  the  mantling  of  the  royal  arms.  New  bor- 
ders by  Audran  painted  in  1720  are  also  listed.  The  bor- 
ders of  the  wide  tapestries  of  the  Chauvelin  set  are  the 
same  as  those  of  5 1  and  may  be  presumed  to  be  the  new 
Audran  designs  of  1720. 

WEAVER  AND  DATE 

The  date,  1728— October  1730,  is  established  by  the 
records  of  the  manufactory.  Etienne  Claude  Le  Blond  suc- 
ceeded his  father,  Etienne  Le  Blond,  as  head  of  the  fifth 
basse-lisse  workshop  in  1727. 


RELATED  TAPESTRIES 

The  Chauvelin  set  is  recorded  as  consisting  of  five  wide 
pieces,  one  nearly  square,  two  portieres,  both  by  Le  Blond, 
and  two  very  narrow  trumeaux?  A  portiere  signed  by  Le 
Blond  is  in  the  J.  Paul  Getty  Museum,  Malibu,  California 
(acquired  in  193  8). 4  It  is  exactly  like  51,  except  for  the  side 
borders;  the  scallop  shells  and  leaves  at  each  end  of  the 
central  panel  are  flanked  by  curved  terminals  to  the  fram- 
ing bands,  like  those  of  the  horizontal  borders,  instead  of 
by  abruptly  cut-off  projections.5 

Of  the  large  pieces  with  angels  above  and  seated  figures 
below,  one  was  stolen  from  Georges  Wildenstein  during 
the  German  occupation  of  Paris  in  World  War  II,6  one  is  in 
the  collection  of  Francois  de  Menthon,  Chateau  de  Men- 
thon,7  and  one  from  the  Bensimon  collection  was  sold  at 
theNouveau  Drouot,  Paris,  November  18,  19, 198 1  (no. 
164,  illus.). 

The  set  of  nine  pieces  given  in  1679  to  Chancellor  Le 
Tellier  is  represented  by  the  altered  piece  in  the  Nissim  de 
Camondo  Museum  and  by  one  still  retaining  his  arms  that 
was  sold  in  Paris,  May  25,  1892  (no.  8,  illus.).  Comte 


Blaise  de  Montesquiou-Fezensac  owned  two  more  pieces 
in  1949.8  Two  pieces  of  the  set  made  at  Beauvais  in  1686 
for  the  Chancellor  Boucherat  are  in  the  Mobilier  National 
and  one  was  in  the  Francis  Guerault  sale,  Paris,  March  21, 
22,  1935  (no-  39>  illus.).  One  of  the  Gobelins  set  of  1700 
for  the  Chancellor  Phelypeaux,  comte  de  Pontchartrain,  is 
recorded  as  still  in  the  family  in  1900,  but  possibly  it  is  the 
piece  now  in  the  Wernher  collection,  Luton  Hoo,9  or  that 
from  the  collection  of  the  earl  of  Iveagh,  Elveden  Hall, 
sold  by  Christie's,  May  22,  1984  (no.  1777,  illus.).  The 
location  of  the  Gobelins  set  of  six  for  the  Chancellor 
d'Aguesseau,  17 14— 16,  is  not  known,  but  several  pieces 
of  the  1719—22  set  for  the  Garde  des  Sceaux  d'Argenson 
belonged  to  the  marquis  d'Argenson  in  1904;  one  is 
at  Vaux-le-Vicomte,  owned  by  the  comte  de  Vogue.10  The 
set  of  1722-25  for  the  Garde  des  Sceaux  Fleuriau 
d'Armenonville  is  not  known  to  have  survived,  but  some 
pieces  of  the  set  made  for  the  Paris  Parlement  in  1722  are 
recorded;  the  latter  was  after  a  design  by  Jean  Restout  II. 
None  of  the  set  made  in  1759-60  for  Chancellor  de 
Lamoignon  is  known;  this  had  new  framelike  borders  de- 
signed by  Maurice  Jacques.11  A  piece  with  these  borders 
was  bought  by  the  Garde  des  Sceaux  Feydeau  de  Brou  in 
1765  and  is  in  the  Louvre.12  Another  piece  of  the  set, 
lacking  most  of  its  border,  is  in  the  Bowes  Museum, 
Barnard  Castle.13  None  of  the  pieces  made  for  Chancellor 
de  Maupeau,  1773,  are  known  to  exist. 

HISTORY 

Acquired  for  the  MMA  through  the  Rogers  Fund,  1962.  Said  to 
have  come  from  a  Berlin  collection. 


PUBLICATIONS 

Fenaille.  Gobelins,  vol.  3,  p.  139.  Account  of  Chauvelin  set 
without  identification  of  any  extant  pieces. 

Niclausse,  Juliette.  "  'Chasses  nouvelles*  de  Monsieur  Oudry." 
Gazette  des  Beaux-Arts,  6th  ser.,  49  (1957)  pp.  319,  320.  Set 
mentioned,  as  intended  for  use  in  the  Chambre  du  Sceau  of 
the  Grande  Chancellerie,  Hotel  Poisson  de  Bourvalais,  Place 
Vendome,  Paris. 

MMA  Annual  Report  1961-1962.  In  MMA  Bulletin,  n.s.  21 
(1962-63)  p.  90.  Listed. 

NOTES 

1.  Henri  Jougla  de  Morenas,  Grand  Amorial  de  France  (Paris,  1934- 
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49)  vol.  2,  p.  421,  no.  8873,  "Chauvelin  de  Grosbois  et  de 
Beauregard." 

2.  MuseeNissim  de  Camondo  (Paris,  1973)  p.  16,  no.  45,  illus.  (part) 
p.  14.  A  drawing  by  Audran  in  the  National  Museum,  Stockholm, 
shows  this  design,  including  the  two  angels  holding  up  the  mantling 
who  appear  in  the  Nissim  de  Camondo  and  other  wide  Chan- 
celleries. 

3.  Fenaille,  Gobelins,  vol.  3,  p.  139.  The  set  is  listed  as  made  by  de  La 
Croix,  de  La  Fraye,  Le  Blond,  and  Monmerque  for  Chauvelin  be- 
tween 1728  and  October  1730. 

4.  Gillian  Wilson,  Decorative  Arts  in  the  J.  Paul  Getty  Museum 
(Malibu,  Calif.,  1977)  no.  30.  It  had  been  in  the  Mortimer  L.  Schiff 
sale,  Christie's,  London,  June  22, 1938,  no.  74. 

5.  A  piece  like  the  Getty  example  is  said  to  have  been  stolen  from 
Georges  Wildenstein  during  the  German  occupation  of  Paris  in 
World  War  II  (Commandement  en  chef  francais  en  Allemagne, 
Repertoire  des  biens  spolies  en  France  durant  la  Guerre  1939- 
194S,  vol.  2  [Berlin,  1947]  p.  367,  no.  391,  illus.). 

6.  Commandement  en  chef  francais,  Biens  spolies,  p.  367,  no.  390. 

7.  Merveilles  des  chateaux  de  Savoie  et  du  Dauphine  (Paris,  1972)  p. 
60,  illus.  (on  wall  of  salon). 


8.  Roger- Armand  Weigert,  "Inventaire  des  tapisseries  de  Charles- 
Maurice  Le  Tellier,  Archeveque  de  Reims  (1710),"  Archives  de 
VArt  Francais,  new  period,  21  (1949)  p.  24,  n.  1.  An  armorial 
tapestry  made  for  the  archbishop  (pi.  facing  p.  22)  does  not  have 
the  same  design  as  two  others  with  the  same  arms  sold  at  the  Palais 
Galliera,  March  26, 1963,  no.  131,  illus. 

9.  M.  Urwick  Smith,  Luton  Hoo,  the  Wernher  Collection  (n.p.,  1966) 
p.  7,  illus.  It  is  described  as  having  the  arms  of  Louis  Phelypeaux, 
due  de  La  Vrilliere,  and  as  made  about  1770.  The  due  de  La 
Vrilliere  was  foreign  minister,  not  a  legal  officer,  and  would  not 
have  used  the  symbols  of  this  series.  By  1770,  a  new  border  by 
Maurice  Jacques  was  being  used  for  Chancelleries  (Fenaille, 
Gobelins,  vol.  3,  pp.  143-47,  pi.  facing  p.  146);  this  does  not 
appear  on  the  Luton  Hoo  tapestry. 

10.  Thomas  Hoving,  "Magnificent  Obsession,"  Connoisseur  211  (Sep- 
tember 1982)  p.  106,  illus.  (on  wall  of  room  in  chateau). 

11.  Fenaille,  Gobelins,  vol.  3,  pp.  134, 135, 137-39, 145. 

12.  Fenaille,  Gobelins,  vol.  3,  p.  147,  pi.  facing  p.  146  (as  in  the  Schutz 
collection). 

1 3 .  W.  G.  Thomson,  "Tapestries  in  the  Bowes  Museum,"  Country  Life 
52  (September  2, 1922)  pp.  xlviii-1,  fig.  4. 
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52  The  Vintage 


The  fourth  tapestry  from  a  set  of  seven  with  the  story  of  Daphnis  and  Chloe 


French  (Paris);  designed  by  Etienne  Jeaurat  (i 699-1789), 
1 74 1 ;  woven  in  the  haute-lisse  workshop  of  Michel  Audran 
( 1 701-177 1 )  at  the  Gobelins,  1741-54,  as  a  private 
commission  or  for  private  sale. 

Weaver's  name. 

Wool  and  silk. 

10  ft.  1  in.  x  13  ft.  2  in.  (3.07  m  x  4.02  m). 
1 8-20  warps  per  inch,  7-8  per  centimeter. 
Gift  of  Roland  L.  Redmond,  Mrs.  William  H.  Osborn,  and 
Mrs.  Norman  K.  Toerge,  1941  (41.62). 

DESCRIPTION 

Daphnis  and  Chloe  sit  side  by  side  on  an  overturned 
pale  dull  yellow  and  brown  barrel.  She  wears  a  pale  yellow 
bodice  and  a  pale  blue  skirt;  he  has  a  dull  dark  pink  jacket 
with  a  pale  blue  and  red  striped  sash,  pale  yellow  leggings 
tied  with  blue  ribbons,  and  sandals  with  pale  blue  straps. 
Both  have  yellow  hair.  A  dull  yellow  and  brown  basket 
with  carrying  straps  for  harvesting  grapes  lies  under  his 
legs.  Behind  the  couple  is  a  yellow  and  brown  barrel  with 
pale  purple  grapes  and  yellow  leaves  on  its  lid. 

Behind  it  stand  three  young  fair-haired  women  in  dull 
red,  blue,  and  yellow;  the  foremost  has  over  her  arm  a 
basket  with  pale  purple  grapes.  A  large  tree  with  pale 
brown  trunk  and  dark  green  and  yellow  leaves  rises  be- 
hind the  group.  On  the  far  right  is  a  tree  trunk  with  grape- 
vines twisted  around  it.  Two  children  in  brown  and  dull 
yellow  sit  on  the  ground  at  its  foot,  eating  grapes. 

A  seated  young  woman  in  the  foreground  turns  to  ad- 
mire Daphnis;  she  has  a  yellow  bodice  and  red  skirt  and 
holds  a  small  yellow  and  brown  basket  on  her  knee.  To  the 
left  is  a  large  empty  basket  and  a  small  one  filled  with 
grapes  and  green  and  yellow  vine  leaves.  Behind  these  are 
a  seated  child  in  gray  and  brown,  a  stooping  man  in  gray 
and  dull  red,  and  a  standing  girl  in  pale  yellow,  with  a  red 
petticoat,  holding  a  yellow  basket  and  putting  her  finger 
to  her  mouth  as  she  gazes  at  Daphnis.  In  the  middle  dis- 
tance on  the  right  a  boy  in  pale  gray  and  a  girl  in  pale 
yellow  are  gathering  pale  purple  grapes  amid  a  profusion 
of  green  and  pale  yellow  vine  leaves.  Behind  them,  a  man 
in  very  pale  yellow  is  in  the  yellow  winepress.  A  man  in 
very  pale  pink  and  a  woman  in  pale  yellow  lean  on  its 


brim.  Pale  blue,  gray,  and  yellow  buildings  are  seen  in  the 
distance.  The  sky  is  pale  blue  above,  pale  yellow  below. 
The  foreground  is  in  tones  of  brown,  gray,  and  yellow, 
with  some  pale  yellow  and  green  leaves.  On  the  lower 
right  in  red-brown  is  the  name  audran  (see  detail). 

The  border  is  in  shades  of  red-brown,  gray,  and  dull 
yellow,  with  oak  leaves  and  acorns  in  spiral  twists  around 
a  central  core  and  palmettes  at  the  corners.  The  guards  are 
replacements. 

CONDITION 

The  colors  are  very  badly  faded,  except  in  the  border. 
There  are  areas  of  repair  throughout,  especially  in  the  sky 
and  distant  landscape. 

SUBJECT 

The  story  of  Daphnis  and  Chloe  of  Lesbos  is  a  late 
classical  Greek  romance  by  Longus.1  They  were  found- 
lings, Daphnis  being  discovered  suckling  a  goat  by  Lamo, 
a  goatherd,  and  Chloe  suckling  a  ewe  by  Dryas,  a  shep- 
herd. Some  thirteen  years  later,  both  foster-fathers 
dreamed  that  they  saw  the  Nymphs  present  the  children  to 
Eros,  who  touched  them  with  an  arrow,  and  told  Daphnis 
to  herd  goats  and  Chloe,  sheep;  this  is  the  subject  of  the 
first  tapestry  in  the  series.  The  second  tapestry  shows 
Daphnis  watching  Chloe  asleep,  as  a  grasshopper,  fleeing 
a  bird,  takes  refuge  in  her  bosom.  In  the  third,  Daphnis  has 
been  captured  by  Tyrian  pirates,  together  with  the  cattle 
tended  by  Dorco,  a  cowherd;  Chloe,  playing  the  slain 
Dorco's  pipe,  causes  the  cattle  to  leap  overboard  and  wreck 
the  boat,  while  Daphnis  comes  safely  to  shore,  clinging  to 
the  horns  of  two  cows.  The  vintage,  subject  of  52,  was  an 
occasion  when  Daphnis  was  excessively  admired  by  all  the 


Detail  of  52 


local  women  and  Chloe  by  the  men,  but  the  only  wish  of 
the  young  couple  was  to  return  to  their  flocks.  The  fifth 
tapestry  shows  an  old  man,  Philetas,  telling  Daphnis  and 
Chloe  that  Eros  had  appeared  in  his  garden  and  told  him 
that  he  had  them  in  his  special  care.  Chloe  was  later 
carried  away  by  invaders,  but  was  saved  by  Pan,  to  whose 
statue  a  sacrifice  was  then  offered,  the  subject  of  the  sixth 
tapestry.  After  many  other  adventures  and  the  discovery 


of  their  parentage,  Daphnis  and  Chloe  were  married;  the 
wedding  feast  is  shown  in  the  final  tapestry  of  the  series. 

SOURCE  OF  THE  DESIGN 

Six  paintings  for  the  series  were  commissioned  by 
Audran  from  Jeaurat,  as  the  weaver  stated  in  a  letter  of 
August  1754  to  the  marquis  de  Marigny  and  in  an  agree- 
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ment  between  the  Gobelins  weavers  of  the  same  year.2 
The  remaining  tapestry,  the  third  of  the  series,  Chloe  Sav- 
ing Daphnis  by  Playing  a  Pipe,  was  adapted  from  the 
design  of  the  same  subject  by  Philippe,  due  d'Orleans  (or 
Antoine  Coypel),  which  had  been  used  for  part  of  a  tap- 
estry early  in  the  century.3  Jeaurat  exhibited  what  was 
presumably  the  painting  for  the  Vintage  at  the  Salon  of 
1 74 1. 4  A  sketch  for  the  Marriage  was  exhibited  at  the 
Galerie  Joseph  Hahn,  Paris,  in  1975. 5 


WEAVER  AND  DATE 

Jeaurat  exhibited  two  paintings,  neither  of  them  very 
large,  at  the  Salon  of  1737,  La  Noce  de  Daphnis  &  Cloe 
and  Les  Nymphes  tutelaires  du  Pais  presentent  Daphnis 
&  Cloe  a  I 'Amour.6  Two  small  ovals  with  these  subjects, 
signed  by  Jeaurat  and  dated  1736,  were  sold  at  the  Hotel 
Drouot,  Paris,  July  8, 1949  (nos.  82, 83,  not  illus.).  As  four 
tapestries  of  one  set  are  dated  173  8,  it  seems  highly  prob- 
able that  Audran  saw  the  1737  Salon  paintings  and  com- 
missioned large  versions  of  them  and  enough  other  scenes 
from  the  same  story  to  make  a  tapestry  series.  The  Vintage 
shown  at  the  1741  Salon  was  a  large  painting,  presumably 
one  of  the  commissioned  cartoons;  it  seems  somewhat 
unlikely  that  a  tapestry  would  have  been  woven  from  it 
before  it  was  exhibited.  By  1754,  Audran  stated  that  he 
had  woven  "plusieurs  tentures  pour  les  particuliers"  of  the 
series.  A  date  of  174 1-54  for  the  weaving  of  52  thus  seems 
most  probable. 

RELATED  TAPESTRIES 

A  Marriage  Feast  from  the  same  set  was  with  52  in  the 
Roux  collection7  and  was  sold  at  Christie's,  London,  May 
30, 1968  (no.  146,  illus.).  It  is  signed  by  Audran,  as  are  the 
Chloe  Asleep  and  the  Philetas  of  the  same  set  formerly  in 
the  collection  of  the  earl  of  Iveagh,  Elveden  Hall,  sold  by 
Christie's,  May  22, 1984  (nos.  1769, 1770,  illus.). 

The  set  was  woven  at  least  seven  times.  A  complete  set 
was  in  the  French  royal  collection,  of  which  three  pieces, 
the  Dream  of  Lamo,  Chloe  Asleep,  and  Sacrifice  to  Pan, 
were  in  the  Velghes  collection,  Paris,  in  1903;  the  borders 
have  cherub  heads  in  the  corners  and  two  pieces  are  signed 
by  Audran.8  A  set  of  four  pieces,  the  Dream  of  Lamo, 
Chloe  Saving  Daphnis,  Philetas,  and  the  Marriage  Feast, 
were  in  the  Comte  de  La  Ferriere  sale,  Hotel  Drouot,  Paris, 


December  2—4,  1912  (nos.  262—65,  a^  illus.).  All  are 
signed  by  Audran  and  dated  1738;  the  borders  are  simple 
and  very  narrow.  The  Dream  of  Lamo  from  this  set  was 
later  in  the  H.  de  M.  sale,  Galerie  Jean  Charpentier,  Paris, 
June  8,1933  (no-  72>  illus.),  was  sold  again  at  the  Pavilion 
Gabriel,  Paris,  June  17,  1977  (no.  198,  illus.),  and  at 
Sotheby  Parke  Bernet  Monaco,  June  25,  1984  (no.  3253, 
illus.).  The  Marriage  Feast  was  sold  at  Sotheby's,  London, 
July  1,  1966  (no.  16,  illus.),  and  is  at  Little  Durnford 
Manor,  Wiltshire,  owned  by  the  earl  of  Chichester.9  The 
Dream  of  Lamo,  Sacrifice  to  Pan,  and  the  Marriage  Feast 
(signed  "Audran"),  with  borders  of  another  type,  were  in 
the  Emilie  de  L.  Havemeyer  sale,  American  Art  Associa- 
tion, November  16-23,  I9I4  (nos-  4^o,  460  A,  460  B); 
the  Dream  of  Lamo  was  later  in  the  Edgar  F.  Luckenbach 
sale,  Parke-Bernet,  New  York,  November  6,  1943  (no. 
210,  illus.).  A  Vintage  in  the  Vaile  collection  in  1903  is 
recorded  as  having  the  same  border  as  the  Velghes  set,  to 
which  it  may  belong,  but  three  pieces,  the  Dream  of 
Lamo,  Chloe  Asleep  (signed  "Audran"),  and  Philetas  in  a 
private  collection  at  the  same  date,  do  not  seem  to  be 
identical  with  any  of  the  examples  already  listed.10  The 
Dream  of  Lamo,  Sacrifice  to  Pan,  and  Marriage  Feast  are 
in  Holyrood  Palace,  Edinburgh.11  The  Dream  of  Lamo 
and  the  Vintage  are  in  the  collection  of  the  marquis  de 
Breteuil;  the  borders  have  monograms  at  the  corners. 
Both  are  signed  "Audran."12 

A  coarse  version  of  the  Vintage,  reversed  and  substan- 
tially altered,  is  in  the  Victoria  and  Albert  Museum,  where 
it  is  described  as  most  probably  woven  at  Aubusson.13  A 
set  of  six  reversed  compositions,  not  including  the  Vin- 
tage, from  the  Chateau  de  Vaulserre,  Dauphine,  was  sold 
at  the  Hotel  Georges  V,  Paris,  March  18,  19,  1981  (nos. 
82-87,  all  illus.). 

HISTORY 

In  the  Roux  collection  before  1907. 

In  the  collection  of  the  Redmond  family,  New  York,  before 
1921. 

Given  to  the  MMA  by  Roland  L.  Redmond,  Mrs.  William  H. 
Osborn,  and  Mrs.  Norman  K.  Toerge,  1941. 

PUBLICATIONS 

Fenaille.  Gobelins,  vol.  4,  p.  83,  pi.  facing  p.  80,  as  in  Roux 
collection. 
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MMA  Bulletin  17  (1922)  p.  95.  Listed  as  lent  by  the  Redmond 
family. 

Gobel.  Wandteppiche  II,  vol.  1,  p.  181.  Mentioned  as  in  the 

Roux  collection. 
MMA  Annual  Report  194  1,  p.  22.  Mentioned. 

NOTES 

1.  Longus,  Daphnis  and  Chloe,  trans.  George  Thornley,  revised  by  J. 
M.  Edmonds  (London,  19 16). 

2.  Fenaille,  Gobelins,  vol.  4,  pp.  76-78.  The  letter  speaks  of  seven 
paintings,  the  agreement  of  "six  grands  Tableaux  que  le  Sr.  Audran 
a  cy-devant  fait  faire  pour  la  hautte  lisse  et  qui  representant  des 
sujets  du  Roman  de  Daphnis  et  Cloe  " 

3.  Fenaille,  Gobelins,voh  3,  pp.  283-92^1,  facingp.  288,  lower  right 
corner  of  Les  Naissances.  The  artist  who  is  supposed  to  have 
helped  the  due  d'Orleans  is  named  as  Charles  Coypel,  but  a  draw- 
ing in  the  Metropolitan  Museum  for  a  seated  shepherd  in  the  paint- 
ing of  Daphnis  and  the  Goats  is  signed  "A.  Coypel"  (Antoine 
Coypel)  (European  Drawings  Recently  Acquired,  1972— 1975, 
exh.  cat.,  MMA  [New  York,  1975]  no.  39).  The  only  known  set  of 
tapestries  after  these  designs  was  sold  at  Sotheby's,  London,  No- 
vember 12,  1965,  no.  24.  The  scene  of  the  vintage  is  shown  with 
more  fidelity  to  the  text  than  in  Jeaurat's  version;  Daphnis,  carrying 
grapes,  is  embraced  by  an  admiring  girl,  and  Chloe  is  pestered  by 
importunate  youths. 

4.  Collection  des  Livrets  des  anciennes  Expositions:  Exposition  de 


1741,  Academie  Royale  (Paris,  1869)  p.  14,  no.  15,  "Un  grand 
Tableau  en  largeur  de  14.  pieds  sur  7.  6c  demy  de  haut,  represen- 
tant les  vendanges  de  Daphnis  &  Cloee." 

5.  Leurs  Esquisses,  exh.  cat.,  Galerie  Joseph  Hahn  (Paris,  1975)  no. 
18,  illus.  Called  Les  noces  de  Cana  by  Charles  Joseph  Natoire. 

6.  Collection  des  Livrets . . .  Exposition  de  1737,  pp.  14, 19. 

7.  Fenaille,  Gobelins,  vol.  4,  p.  83,  pi.  facing  p.  82. 

8.  Fenaille,  Gobelins,  vol.  4,  pp.  75,  76,  82,  pi.  facing  p.  76  (Sacrifice 
to  Pan). 

9.  Gervase  Jackson-Stops,  "Little  Durnford  Manor,  Wiltshire:  The 
Home  of  the  Earl  of  Chichester,"  Country  Life  158  (July  3,  1975) 
p.  20,  fig.  6  (on  wall  of  dining  room). 

10.  Fenaille,  Gobelins,  vol.  4, p.  83,  pi.  preceedingp.  65  (Chloe  Asleep, 
Philetas). 

11.  William  Moir  Bryce,  Holyrood,  Its  Palace  and  Its  Abbey  (Edin- 
burgh, [19 14])  pi.  xxiv  (Marriage  Feast  seen  in  state  apartment 
adjoining  morning  drawing  room);  Andrew  Lang,  "Holyrood  Pal- 
ace— I,"  Country  Life  30  (July  15,  191 1)  p.  97  (Dream  of  Lamo 
seen  in  state  room);  L.  W.  "Holyrood  Palace — II,"  Country  Life  30 
(July  22, 191 1)  p.  1 3  2  (Marriage  Feast  seen  in  Middle  State  Room). 
The  Sacrifice  to  Pan  at  Holyrood  is  listed  in  the  Marillier  Archive, 
Victoria  and  Albert  Museum,  London. 

12.  Rene  Briat,  "Le  miracle  de  Breteuil,"  Plaisir  de  France  40  (Septem- 
ber 1973)  p.  15  (Vintage  seen  on  wall  of  dining  room). 

13.  A.  F.  Kendrick,  Catalogue  of  Tapestries,  Victoria  and  Albert  Mu- 
seum (London,  1924)  p.  53,  no.  48,  illus.;  Madeleine  Jarry,  World 
Tapestry  (New  York,  1969)  p.  248,  illus.,  detail.  Called  Aubusson, 
mid-eighteenth  century. 
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53  The  Memorable  Judgment  of  Sancho  Panza 


Number  24  in  a  series  of  twenty-eight  tapestries  with  scenes  from  Don  Quixote 


French  (Paris);  central  pictorial  panel  designed  by  Charles 
Antoine  Coypel  (1694— 1752)  in  1727,  and  alentour^  or 
decorative  surround,  designed,  17 14-51,  by  Jean  Baptiste 
Belin  de  Fontenay  (1653 -1 715),  Claude  Audran  III 
(1658-1734),].  B.  Belin  de  Fontenay  the  Younger 
(1688— 1730),  Francois  Desportes  (1661-1743),  and 
Valade;  woven  in  the  haute-lisse  workshop  of  Michel 
Audran  (1701-1771)  at  the  Gobelins  manufactory,  April 
1752— December  24, 1754. 

Manufactory  mark. 

Wool  and  silk. 

12  ft.  3  in.  x  15  ft.  9  in.  (3.73  m  x  4.8  m). 
18—21  warps  per  inch,  8  per  centimeter. 
Gift  of  Mrs.  Nanaline  H.  Duke  and  Miss  Doris  Duke,  1952 
(52.215). 


DESCRIPTION 

The  central  panel  shows  Sancho  Panza  wearing  a  white 
ruff,  yellow  robe,  gray  hat  with  a  yellow  plume,  and  a 
purple  cloak  lined  with  blue,  as  he  sits  in  the  seat  of  judg- 
ment with  his  feet  on  a  tasseled  yellow  and  brown  cushion. 
His  chair  rests  on  a  round  elevation,  which  is  covered  with 
a  yellow-fringed  blue  cloth.  Two  men  in  dull  yellow,  gray, 
and  pale  brown  stand  behind  the  chair  between  two  large 
pale  gray  columns,  with  a  voluminous  blue  drapery  lined 
with  gray  behind  them. 

On  the  dull  yellow  and  pale  brown  floor  are  the  parties 
to  the  dispute.  On  the  left,  a  young  man  in  a  blue  jacket,  a 
red  and  yellow  striped  sash,  pale  yellow  breeches,  and 
gray  stockings  and  shoes  holds  a  broken  pale  yellow  cane 
and  stares  at  the  fallen  gold  coins;  these  are  being  gathered 
up  by  an  old  man  in  very  pale  pink.  A  girl  behind  him 
wears  a  yellow  dress,  and  a  man  at  the  back  has  a  brown 
hat  and  a  red  cloak.  On  the  right,  a  bearded  man  in  a  white 
shirt,  dull  yellow  cloak,  and  brown  and  gray  leg  coverings 
also  looks  at  the  coins,  and  a  woman  leans  on  a  stick  in  the 
foreground;  she  wears  a  gray  hat,  white  collar,  dark  dull 
purple  dress,  and  a  blue  petticoat  with  purple  stripes.  Two 
men,  one  with  a  brown  hat  and  one  in  a  dull  red  costume, 
are  partly  seen  behind  them.  Above  walls  rising  in  the 
background  are  a  building  and  trees  on  the  left,  and  on  the 
right,  trees — all  in  dull  pale  tones  of  blue,  yellow,  gray, 
brown,  and  green. 


A  simulated  yellow  and  brown  frame  surrounds  the 
scene.  Garlands  of  leaves  and  flowers  in  shades  of  green, 
blue,  red,  pink,  lavender,  yellow,  and  white  hang  from  the 
upper  center  and  drape  over  the  corners  on  either  side. 
Each  corner  shows  a  profile  head  with  a  ram's  horn  sup- 
porting a  lamp  held  by  a  bird.  Above  the  frame  stands  a 
blue,  green,  and  yellow  peacock  with  a  yellow  torch  and 
under  its  feet  a  red  quiver.  Garlands  of  leaves,  flowers,  and 
fruit  hang  on  either  side;  the  blue  ribbon  on  the  left  is 
missing  on  the  right.  The  garlands  are  caught  up  by  blue 
ribbons  fastened  to  the  borders  on  either  side  and  fall 
again,  with  two  gray  birds  with  red  legs  and  beaks  perched 
on  the  curve;  these  on  the  right  are  exactly  alike,  the  two 
on  the  left  have  different  postures.  Blue  ribbons  attach  the 
garlands  to  the  corners  of  the  borders,  whence  other  gar- 
lands fall  parallel  to  the  side  borders.  A  pale  brown  mon- 
key is  seen  in  the  upper  part  of  each;  the  one  on  the  right 
holds  on  to  a  red  lance,  the  one  on  the  left,  a  leafy  rose 
spray.  Each  garland  at  its  lowest  point  supports  smaller 
loops  of  leaves  and  flowers,  which  extend  across  the  width 
of  the  tapestry  below  the  central  scene,  before  it  rises  to 
become  part  of  the  garland  that  falls  from  the  picture 
frame.  Roses,  tulips,  and  poppies  are  seen  among  the  flow- 
ers. The  background  of  the  alentours  is  pale  yellow  with  a 
small  allover  pattern.  The  lower  center  of  the  central 
frame  rests  on  the  upper  half  of  an  animal  head  grasping  a 
yellow  and  gray  shieldlike  form  which  has  a  ram's  head  on 
either  side  and  is  decorated  with  the  figure  of  a  man  with  a 
buckler.  On  both  sides  are  yellow  cornucopia-like  forms 
from  which  pour  bunches  of  fruit  and  leaves;  red  and  blue 
grapes,  yellow  pears,  pink  peaches,  and  red  and  yellow 
pomegranates  can  be  distinguished.  They  fall  over  a  yel- 
low ledge  and  its  support  with  a  blue  area  in  the  center 
inscribed  in  yellow:  memorable  jugement  de  sancho. 
On  either  side  are  blue,  pink,  gray,  and  red  flags  and  pieces 
of  gray  armor  and  weapons.  At  the  bottom,  on  the  left,  are 
a  number  of  books  in  brown,  yellow,  and  red  and  a  brown 
and  white  dog;  on  the  right,  a  yellow-gray  ram  and  two 
sheep  are  seen  emerging  from  behind  the  armor  and  flags. 

The  blue  and  yellow  border  simulates  a  picture  frame. 
The  yellow  letters  LL  (for  Louis)  are  on  blue  medallions  in 
the  ornamented  corners;  larger  yellow  medallions  on  the 
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Detail  of  53 


sides  are  blank.  The  middle  section  of  the  lower  border 
shows  a  yellow  Greek  fret  pattern.  The  guards  are  dark 
blue.  The  orange  fleur-de-lis  and  G  of  the  manufactory 
mark  are  visible  in  the  lower  right  corner  (see  detail). 

CONDITION 

The  tapestry  has  been  cut  on  both  sides  to  make  it  nar- 
rower. One  cut  followed  the  inner  line  of  the  border;  on 
the  right,  a  small  piece  of  the  hindquarters  of  a  sheep  that 
appears  on  complete  examples  of  the  design  can  be  made 
out  above  the  helmet,  of  which  the  back  has  been  cut  off. 
Two  irregular  cuts,  following  the  lines  of  the  design,  were 
made  on  each  side  of  the  central  scene,  eliminating  a  gar- 
land loop  on  each  side  and  a  flower-framed  medallion 
with  a  helmeted  head  that  appears  on  complete  wide  ex- 
amples. On  the  right,  the  cut  can  be  seen  on  the  inner  side 
of  the  lance.  The  spray  held  by  the  monkey  on  the  left  was 
originally  attached  to  the  left  medallion. 

There  are  a  number  of  areas  of  repair  and  bare  warps, 
especially  in  the  floor  of  the  central  scene  and  on  the 
guards.  The  upper  guard  and  much  of  the  lower  are  re- 
placements. 

SUBJECT 

The  incident  shown  in  the  central  picture  is  related  in 
part  2,  chapter  45,  of  Cervantes's  Don  Quixote.  Sancho 
Panza,  having  been  received  as  governor  of  the  supposed 
island  of  Barataria,  was  enthroned  on  the  judgment  seat. 
The  first  case  that  came  before  him  concerned  two  old 
men,  a  debtor  who  claimed  he  had  repaid  ten  gold  crowns, 
and  a  lender  who  said  he  had  not  received  them.  While  the 
debtor  swore  to  this  repayment  on  the  crosspiece  of 
Sancho's  staff,  he  handed  a  cane  he  carried  to  the  lender, 
taking  it  back  when  he  had  finished.  Sancho  asked  for  the 
cane  and  handed  it  to  the  lender,  saying  "  'Go,  and  God  be 


with  you;  for  now  you  are  paid.'  'I,  senor!'  returned  the 
old  man;  'why,  is  this  cane  worth  ten  gold-crowns?'  'Yes', 
said  the  governor,  'or  if  not  I  am  the  greatest  dolt  in  the 
world;  now  you  will  see  whether  I  have  got  the  head-piece 
to  govern  a  whole  kingdom';  and  he  ordered  the  cane  to  be 
broken  in  two,  there,  in  the  presence  of  all.  It  was  done, 
and  in  the  middle  of  it  they  found  ten  gold-crowns.  All 
were  filled  with  amazement,  and  looked  upon  their  gover- 
nor as  another  Solomon.  They  asked  him  how  he  had 
come  to  the  conclusion  that  the  ten  crowns  were  in  the 
cane;  he  replied  that,  observing  how  the  old  man  who 
swore  gave  the  stick  to  his  opponent  while  he  was  taking 
the  oath,  and  swore  that  he  had  really  and  truly  given  him 
the  crowns,  and  how  as  as  soon  as  he  had  done  swearing 
he  asked  for  the  stick  again,  it  came  into  his  head  that  the 

sum  demanded  must  be  inside  it  'n 

The  twenty-seven  other  tapestries  of  the  series  show 
Don  Quixote  setting  out,  led  by  Folly  and  Love;  given 
drink  through  a  reed  by  girls  at  an  inn;  knighted  by  the 
innkeeper;  mistaking  a  barber's  basin  for  the  helmet  of 
Mambrino;  the  theft  of  Sancho's  ass;  Dorothy,  disguised 
as  a  shepherd,  found  by  the  curate  and  the  barber  while 
searching  for  Don  Quixote;  Don  Quixote  fighting  wine- 
skins; the  false  princess  Micomicona  begging  Don  Quixote 
to  replace  her  on  her  throne;  Don  Quixote  fastened  to  the 
window  bars  at  an  inn;  Don  Quixote  misled  by  Sancho 
into  taking  a  peasant  girl  for  Dulcinea;  the  Bachelor 
Samson  Carrasco  defeated  by  Don  Quixote;  shepherds 
dancing  at  Camacho's  wedding;  personifications  of  Love 
and  Riches  at  Camacho's  wedding;  Don  Quixote  protect- 
ing Basilio,  who  marries  Quiteria;  Don  Quixote  attacking 
the  puppets;  Don  Quixote  sending  Sancho  to  the  duchess, 
asking  permission  to  see  her;  Don  Quixote  attended  by 
the  duchess's  women;  Sancho's  cowardice  during  the  boar 
hunt;  the  Distressed  Duenna  begging  Don  Quixote  to 
avenge  her;  Don  Quixote  and  Sancho,  mounted  on  a 
wooden  horse,  believing  they  are  flying  to  avenge  the 
Duenna;  Sancho  leaving  for  the  island  of  Barataria; 
Sancho's  entry  into  Barataria;  Sancho's  meal  on  Barataria; 
Dona  Rodriguez  visiting  Don  Quixote  by  night;  Don 
Quixote  dancing  at  the  ball  in  Barcelona;  Don  Quixote 
consulting  the  enchanted  head;  and  Don  Quixote  cured  of 
his  folly  by  wisdom.  The  series  was  never  woven  as  a 
whole. 

The  books  on  the  lower  left  side  of  the  alentours  are  the 
ancient  romances  that  fired  Don  Quixote's  imagination, 


370 


53 


and  the  old-fashioned  arms  and  armor  are  those  of  his 
great-grandfather  that  he  found  "lying  forgotten  in  a 
corner";  the  flags  presumably  represent  his  victories  and 
the  sheep  recall  the  flocks  that  he  mistook  for  two  armies. 
No  significance  can  be  established  for  the  dog,  which  has  a 
companion  in  wider  versions  of  the  tapestries,  unless  it 
represents  a  sheep  dog,  or  symbolizes  Sancho's  fidelity; 
the  monkeys  also  are  not  related  to  anything  in  the  novel, 


but  may  stand  for  Don  Quixote's  "aping"  of  old-time 
heroes. 


SOURCE  OF  THE  DESIGN 


The  central  picture  was  painted  by  Charles  Antoine 
Coypel  in  1727;  he  received  1200  livres  on  January  18, 
1728,  for  "un  grand  tableau  representant  le  Jugement  des 
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deux  vieillards  par  Sancho,  qu'il  a  peint  pour  etre  execute 
en  tapisserie  a  la  Manufacture  des  Gobelins,  pendant 
Pannee  derniere."2  The  painting  was  number  24  in  the 
twenty-eight  designs  made  by  Coypel  for  this  purpose  and 
is  in  the  Palace  of  Compiegne,  with  all  but  one  of  the 
others.3  A  drawing  for  it  is  in  the  National  Museum, 
Stockholm  (fig.  36).4  It  was  engraved  by  F.  Joullain  as 
number  23  in  the  series  of  twenty-four  prints  in  the  Don 
Quixote  series,  published  between  1723  and  1734.5  A 
copy  of  the  cartoon  was  made  by  the  painter  Valade  (of 


fig.  36.  The  Memorable  Judgment  of  Sancho  Panza,  by  Charles 
Antoine  Coypel.  Drawing.  National  Museum,  Stockholm. 

whom  nothing  is  known)  in  1752,  and  was  presumably 
used  in  weaving  this  tapestry.6  The  Compiegne  painting 
was  damaged  in  World  War  II;  the  engraving  follows  it 
closely,  in  reverse.  A  number  of  substantial  changes,  how- 
ever, were  made  between  the  drawing  and  the  painting,  all 
tending  to  open  up  the  composition  and  make  it  less 
crowded.  Several  figures  on  both  sides  were  removed  and 
the  scene  was  placed  out-of-doors. 

The  basic  idea  for  the  alentours  goes  back  to  the  first  set 
of  fifteen  pieces,  woven  1717-19.7  These  have  central 
medallions  after  Coypel's  paintings  and  alentours  with 
yellow  grounds  and  garlands;  the  titles  are  inscribed  on 
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plaques  at  the  base,  which  are  flanked  by  piles  of  armor, 
weapons,  and  flags.  The  alentour  used  on  this  set  was 
designed  by  Belin  de  Fontenay,  with  the  assistance  of 
Claude  Audran;  these  artists  produced  full-scale  cartoons.8 

A  second  alentour  was  designed  under  the  supervision 
of  Charles  Antoine  Coypel  about  1720.  The  general 
scheme  was  probably  Audran's,  with  the  assistance  of  the 
younger  Fontenay  and  Francois  Desportes;  the  latter,  as 
an  animal  painter,  presumably  contributed  the  peacock, 
monkeys,  dogs,  and  sheep.  Two  winged  children  after 
Charles  Coypel  were  placed  on  either  side  of  the  peacock.9 

In  175 1,  Valade  made  a  copy  of  this  alentour  "sous  les 
yeux  de  M.  Coypel,"  which  was  used  in  Michel  Audran's 
workshop;  another  was  made  for  Cozette's.10  In  these,  the 
two  winged  children  were  omitted.  Valade  also  copied  in 
1752  the  shield  with  the  armed  man,  which  had  been  used 
in  the  second  weaving  of  1723— 3 5. 


WEAVER  AND  DATE 

The  identification  of  this  tapestry  as  the  piece  given  to 
Count  Vorontsov  establishes  Audran  as  the  weaver  and 
the  date  as  1752-54. 11 


RELATED  TAPESTRIES 

The  Don  Quixote  tapestries  were  on  the  Gobelins 
looms  almost  continuously  from  171 7  to  1794,  over  two 
hundred  individual  pieces  being  woven.  The  first  four 
weavings,  of  fifteen,  twelve,  five,  and  twelve  pieces,  can 
properly  be  called  sets,  but  the  fifth  of  thirty  pieces,  the 
sixth  of  twenty-three,  the  seventh  of  fourteen,  the  eighth 
of  sixty-seven,  and  the  ninth  of  thirteen,  in  which  subjects 
were  repeated  and  which  often  included  narrow  panels 
(trumeaux  or  portieres),  alentours  without  central  pic- 
tures, and  pictures  without  alentours,  were  evidently  pro- 
duced to  be  a  stock  from  which  suitable  sets  could  be 
extracted  to  be  used  as  gifts  or  sold.  The  self-patterned 
yellow  ground  in  a  geometric  design  (mosaique  jaune  ton 
sur  ton)  of  53  shows  that  it  comes  from  one  of  the  first  six 
weavings  (later  ones  have  imitation  damask  grounds  in 
red  or  yellow)  and  the  alentour  without  the  winged  boys, 
but  with  the  sheep,  places  it  in  the  sixth; 12  this  is  confirmed 
by  the  fact  that  the  tapestry  has  been  cut  and  joined,  an 


operation  that  is  known  to  have  been  performed  on  the 
only  Memorable  Judgment  of  this  weaving. 

The  sixth  weaving  included  thirteen  pieces  that  had 
been  completed  by  Audran  and  Cozette  on  January  i, 
1758;  from  these,  four  pieces  were  chosen  as  part  of  a  gift 
to  Count  Mikhail  Illarionovich  Vorontsov  (or  Woron- 
zoff),  who  became  imperial  chancellor  of  Russia  in  that 
year.  Besides  53,  these  were  Sancho's  Cowardice,  Don 
Quixote  and  Sancho  on  the  Wooden  Horse  (these  two 
were  joined  to  make  a  single  very  wide  piece),  and  Don 
Quixote  Given  Drink  through  a  Reed',  the  panel  of  two 
joined  pieces  was  lost  at  sea,  the  present  location  of  the 
other  is  not  known.  Six  pieces,  the  Theft  of  Sancho's  Ass, 
the  Ball  at  Barcelona,  Don  Quixote  Attacking  the  Pup- 
pets, Don  Quixote  Sending  Sancho  to  the  Duchess, 
Sancho's  Entry  into  Barataria,  and  Don  Quixote  Mistak- 
ing a  Barber's  Basin  for  the  Helmet  of  Mambrino,  were 
sold  to  a  French  Treasury  official,  Jean  Paris  de  Marmon- 
tel,  on  April  30,  1763;  of  these,  Don  Quixote  Attacking 
the  Puppets  belonged  to  Wildenstein  &  Co.  in  1923, 13  the 
Theft  ofSancho's  Ass  was  in  the  Katherine  Deere  Butter- 
worth  sale,  Parke-Bernet,  New  York,  October  21-23, 
1954  (no.  505,  illus.),  the  Ball  at  Barcelona  was  in  the 
MM.  X  .  .  .  sale,  19  avenue  d'lena,  Paris,  December  16, 
1933  (no.  L,  illus.),  and  Don  Quixote  Mistaking  a  Barber's 
Basin  was  in  the  Ean  F.  Cecil  sale,  Sotheby's,  London, 
May  14,  1943  (no.  134,  illus.).  Four  pieces,  another 
Sancho's  Entry,  the  False  Princess  Micomicona,  another 
Sancho's  Cowardice,  and  Don  Quixote  Knighted,  were 
sold  to  Mme  Veron  in  1763 ;  they  were  in  the  marquess  of 
Hertford's  collection  in  1865;  the  Richard  Wallace  sale, 
Christie's,  London,  April  20, 1876  (no.  210);14  the  Baron 
de  Gunzbourg  sale,  Galerie  Georges  Petit,  Paris,  January 
30,  1884  (nos.  3-6);  the  Clarence  Mackay  collection  in 
192615  and  that  of  his  daughter,  Mrs.  Robert  Z.  Hawkins, 
in  1958. 16  Don  Quixote  Knighted  and  the  False  Princess 
belonged  to  the  London  dealer  S.  Franses  in  1974;  the 
other  two  were  sold  at  Parke-Bernet,  November  29, 1975 
(nos.  170,  171,  illus.).  They  were  later  in  the  Timken  Art 
Gallery,  San  Diego,17  but  are  now  privately  owned.  Eight 
pieces,  Dorothy  Disguised  as  a  Shepherd,  Don  Quixote 
and  the  Enchanted  Head,  Don  Quixote  Taking  a  Peasant 
Girl  for  Dulcinea,  Sancho's  Meal,  another  Don  Quixote 
and  Sancho  on  the  Wooden  Horse,  another  Don  Quixote 
Given  Drink  through  a  Reed,  Don  Quixote  Cured  of  his 
Folly,  and  Don  Quixote  Setting  Out,  were  given  as  pay- 


ment to  an  upholsterer  (marchand  tapissier),  Charles 
Henri  Poussin,  in  1773;  of  these,  Don  Quixote  and  the 
Enchanted  Head  is  in  the  Wadsworth  Atheneum,  Hart- 
ford.18 

The  Memorable  Judgment  is  recorded  as  having  been 
woven  eight  times.  It  was  not  included  among  the  fifteen 
tapestries  of  the  first  set  which  was  completed  in  1719 
before  this  subject  had  been  designed.  It  was,  however, 
one  of  the  twelve  pieces  of  the  second  set,  woven  by  Jans 
between  1727  and  1730.  This  set  was  given  to  the  Spanish 
ambassador,  Prince  Luigi  Bianciforte  di  Colonna  di 
Campo  Fiorito,  in  1745,  and  acquired  from  him  by 
Charles  III  of  Naples  before  1758  for  use  as  models  in  the 
manufactory  the  king  had  recently  founded.19  It  is  now 
Italian  state  property,  divided  between  the  Capodimonte 
Palace,  Naples,  the  Palazzo  Reale,  Naples,  and  the  Quiri- 
nale  Palace,  Rome.  The  Memorable  Judgment  is  in  Rome; 
it  has  an  upright  format,  showing  the  center  of  the  design 
only,  from  just  to  the  left  of  the  dog  to  just  to  the  right  of 
the  foreground  sheep.  The  garlands  falling  down  along- 
side the  frame  of  the  central  picture  are  omitted  and  those 
with  the  monkeys  moved  closer  to  the  central  picture.  The 
winged  boys  flank  the  peacock  and  the  inscription  reads 
"Memorable  Jugement  de  Sancho.  Ch.  xlv." 

A  Memorable  Judgment  in  the  third  set  of  1733—35, 
which  was  ordered  by  the  due  d'Orleans  for  the  comte 
d'Argenson,  is  in  the  Louvre.  It  is  a  narrow  upright,  signed 
by  Lefebvre,  with  the  alentour  that  was  especially  de- 
signed for  this  set.  The  arms  of  Argenson  appear  in  the 
side  borders  and  those  of  Orleans  replace  the  shield  with 
the  armed  man.  There  is  a  narrow  violet-pink  band  be- 
tween the  yellow  ground  of  the  alentour  and  the  border. 
There  are  no  sheep,  piles  of  armor,  winged  boys,  or  in- 
scription.20 

The  fourth  set,  woven  by  Audran,  includes  a  Memorable 
Judgment made  between  1747  and  1749.  The  set  was  sold 
in  1748/49  to  the  duke  of  Parma,  whose  initials,  I.D.P., 
replace  the  LL's  of  the  corners;  it  is  in  the  Palazzo  Reale  at 
Turin.21  The  alentour  is  similar  to  that  of  53,  except  for 
the  presence  of  the  winged  boys  on  either  side  of  the  pea- 
cock and  the  framed  heads  of  warriors  that  were  removed 
when  53  was  made  narrower. 

The  Memorable  Judgment  was  one  of  four  tapestries 
ordered  in  1749  for  the  king's  room  at  Marly,  with  two 
others  for  the  Council  Chamber  there.  This  set  has  what  is 
known  as  the  Marly  alentour,  very  like  that  of  the  Argen- 
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son  pieces.  The  Memorable  Judgment  was  woven  by 
Cozette  in  1750— 5 1  and  is  in  the  Mobilier  National,  Paris. 
The  inscription  reads  "Memorable  Jugement  de  Sancho 
dans  Pile  de  Barataria."22  Twenty-four  more  pieces  were 
woven  with  this  alentour,  but  the  Memorable  Judgment 
was  not  repeated.23 

The  seventh  weaving,  of  fourteen  pieces,  was  carried 
out  in  the  basse-lisse  workshop  of  Neilson  between  1760 
and  1783.  The  ground  is  red,  imitating  damask.  The 
Memorable  Judgment  was  included  twice  in  this  group, 
being  woven  in  1772—75  and  in  1775-77;  one  was  sold 
to  the  due  de  Penthievre  in  1787  and  is  now  in  the  Mobilier 
National,  the  other  was  given,  with  another  piece  from 
this  weaving  and  two  from  the  eighth,  to  the  English 
painter  Richard  Cosway  in  178 8. 24  He  gave  them  to 
George  IV  and  they  are  now  in  Buckingham  Palace.25 

The  huge  weaving  of  sixty-seven  tapestries  between 
1763  and  1787  was  accomplished  in  the  haute-lisse  work- 
shops of  Audran  and  Cozette,  and  the  red  damask  ground 
was  used.  There  is  only  one  Memorable  Judgment,  woven 
by  Audran  between  1768  and  1770;  it  was  given  in  178Z, 
with  three  other  pieces,  to  the  Grand  Duke  and  Duchess  of 
Russia,  then  visiting  in  Paris.  In  1900,  the  tapestries  were 
in  the  Anichkov  Palace  in  Saint  Petersburg,  and  they  are 
now  at  Pavlovsk.26  The  subject  is  not  known  to  have  been 
included  in  the  three  sets  that  make  up  the  ninth  weaving, 
carried  out  by  Audran  and  Cozette  between  1778  and 
1794,  using  a  simulated  yellow  damask  ground.27  No 
Gobelins  tapestries  with  this  subject  made  as  private  com- 
missions have  been  identified. 

A  large,  rectangular  version  of  the  central  picture,  with- 
out alentour  or  border,  was  in  the  Louis  Touzain  sale, 
Hotel  Drouot,  Paris,  October  23,  24  1935  (no.  142,  il- 
lus.),  where  it  was  described  as  Aubusson;  it  belonged  to 
the  Paris  dealer  Dario  Boccara  in  1971.29  A  similar  but 
wider  piece  with  a  narrow  floral  border  was  sold  at 
Lempertz,  Cologne,  April  15,  1964  (no.  442,  illus.;  called 
Beauvais). 

The  furniture  covers  made  to  go  with  this  series  are 
known  from  documents,  small  designs  in  the  Musee  des 
Arts  Decoratifs,  Paris,  two  full-scale  modeles  in  the 
Mobilier  National  and  one  in  the  Metropolitan  Museum, 
a  sofa  back  and  seat  formerly  on  the  New  York  art  mar- 
ket,30 and  a  sofa  back  owned  by  Mr.  and  Mrs.  Milton 
Schaeffer,  Germantown,  Tennessee.  The  last  piece  shows 
a  nude  boy  trying  on  the  barber's  basin  that  Don  Quixote 
mistook  for  a  helmet;  it  was  presumably  woven  from  the 


painting  for  which  Coypel  was  paid  in  1 719:  "Un  tableau 
representant  un  Amour  ayant  en  tete  VArmet  de  Membrin, 
suite  de  la  meme  histoire  de  Don  Quichotte."31  Two  large 
and  two  small  sofas,  six  bergeres,  six  armchairs,  twelve 
side  chairs,  and  two  threefold  screens  have  been  noted  as 
formerly  in  the  castle  of  Slangenburg,  Gelderland,  the 
Netherlands,  with  a  set  of  the  wall  hangings  owned  by 
Count  von  der  Goltz.  All  are  said  to  have  been  sold  to  the 
dealer  Joel  Duveen  about  18 68. 32 

HISTORY 

Woven  between  April  1752  and  December  1754  by  Michel 
Audran.  Early  in  1759,  the  tapestry  repairer  Vavoque  re- 
duced the  width  from  1 8  feet,  9  inches  to  1 5  feet,  9  inches;  his 
bill  for  the  work  was  submitted  on  April  15.  On  July  28  of 
that  year,  53  and  other  tapestries  were  turned  over  to  the 
representatives  of  Count  Vorontsov  to  be  shipped  to  his 
palace  in  Saint  Petersburg.  The  count  died  in  1767,  and  the 
interior  of  the  palace  was  destroyed  by  fire  at  the  end  of  the 
eighteenth  century.33 

Benjamin  Duke  collection,  said  to  have  been  acquired  in  191 2. 

Given  to  the  MM  A  by  Mrs.  Nan  aline  H.  Duke  (Mrs.  James 
Buchanan  Duke)  and  her  daughter  Doris  Duke,  1952. 
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NOTES 

1.  Miguel  de  Cervantes,  The  History  of  Don  Quixote  de  la  Mancha, 
Great  Books  of  the  Western  World,  vol.  29,  trans.  John  Ormsby 
(Chicago,  1952)  p.  341. 

2.  Fenaille,  Gobelins,  vol.  3,  p.  163. 

3.  A  sketch  for  this  twenty-eighth  painting,  Don  Quixote  Given 
Drink  Through  a  Reed  by  Girls  at  an  Inn,  is  in  the  Musee  Jacque- 
mart-Andre,  Paris  {Catalogue  itineraire  [Paris,  n.d.]  no.  242;  Jean 
Seznec,  "Don  Quixote  and  His  French  Illustrators,"  GazeUe  des 
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Beaux-Arts,  6th  sen,  34  [1948]  p.  175,  fig.  3). 

4.  Standen,  "Memorable  Judgment,"  fig.  1, 

5.  Fenaille,  Gobelins,  vol.  3,  pp.  166-68;  Standen,  "Memorable 
Judgment,"  fig.  2. 

6.  Fenaille,  Gobelins,  vol.  3,  p.  219.  Valade  was  paid  for  "deux 
tableaux  pour  les  Gobelins  ,  .  .  savoir  une  copie  du  Jugement  de 
Sancho,  d'apres  M.  Coypel  " 

7.  Marquis  de  Venevelle  sale,  Galerie  Charpentier,  Paris,  December  8, 
1953,  nos.  A— O,  all  illus.;  Antenor  Patino  sale,  Palais  Galliera, 
Paris,  June  9, 1976,  no.  229,  illus. 

8.  Fenaille,  Gobelins,  vol.  3,  pp.  171,  172.  Audran  drawings  in  the 
National  Museum,  Stockholm,  are  very  free  sketches,  only  loosely 
connected  with  the  general  layout  of  the  tapestries  {Claude  Audran, 
exh.  cat.,  Bibliotheque  Nationale  [Paris,  1950]  nos.  143-45). 

9.  Fenaille,  Gobelins,  vol.  3,  pp.  172,  173.  A  tapestry  with  this  (the 
second)  alentour  is  illustrated,  pi.  facing  p.  208. 

10.  Fenaille,  Gobelins,  vol.  3,  pp.  174,  219.  This  is  the  fifth  alentour,  a 
modification  of  the  second,  used  for  the  fifth,  sixth,  and  ninth 
weavings  (with  a  yellow  ground),  and  for  the  seventh  and  eighth 
(with  a  crimson  ground).  Three  strips  of  a  cartoon  for  this  alentour 
are  in  the  Mobilier  National  (Jules  Guiffrey,  Les  Modeles  et  le 
Musee  des  Gobelins  [Paris,  n.d.]  pis.  45,  46,  attributed  to  Louis 
Tessier).  They  have  yellow  grounds  and  may  well  be  part  of 
Valade's  copy  of  175 1. 

11.  Fenaille,  Gobelins,  vol.  3,  p.  220;  Standen,  "Memorable  Judg- 
ment," pp.  100-03,  IQ6* 

12.  Fenaille,  Gobelins,  vol.  3,  pp.  219-29. 

13.  Phyllis  Ackermann,  "Tapestries  of  Five  Centuries:  VII.  The  Weav- 
ers of  the  Louis  Periods,"  International  Studio  77  (1923)  p.  61, 
illus. 

14.  Robert  Cecil,  "The  Hertford-Wallace  Collection  of  Tapestry," 
Burlington  Magazine  98  (1956)  p.  117. 

15.  George  Leland  Hunter,  "Mr.  Mackay's  Gobelin  [s/c]-Beauvais 
Tapestries International  Studio  85  (October  1926)  pp.  31-35. 

16.  Robert  Cecil,  letter,  Burlington  Magazine  100  (1958)  p.  101. 

17.  European  Paintings  in  tbe  Collection  of  the  Putnam  Foundation, 
Timkin  Art  Gallery  (San  Diego,  n.d.)  p.  2,  figs.  C,D. 

18.  "The  Recent  Acquisitions:  A  Gobelin  [sic]  Tapestry  in  the  Wads- 
worth  Atheneum,"  Art  Quarterly  10  (1947)  pp.  220,  223,  illus. 
Previously  sold  at  the  Hotel  Drouot,  Paris,  May  23,  1906,  no.  9, 
and  in  the  Isabel  van  Wie  Willys  sale,  Parke-Bernet,  New  York, 
October  26,  27, 1945,  no.  336,  illus. 

19.  Chiara  Brigand,  Cuiroso  itinerario  delle  collezioni  ducali  parmensi 
(Parma,  1969)  p.  45,  Sancho' s  Entry  in  Quirinale,  Rome,  illus. 

20.  Mervetlles  des  chateaux  de  Bretagne  et  de  Vendee  (Paris,  1970)  pp. 
226,  227,  illus.;  Fenaille,  Gobelins,  vol.  3,  pi.  facing  p.  198  {Ball  in 
Barcelona).  A  sketch  for  the  alentour  is  in  the  Musee  des  Arts 
Decoratifs,  Paris,  attributed  to  P.  J.  Perrot. 

21.  Standen,  "Memorable  Judgment,"  fig.  3. 

22.  Fenaille,  Gobelins,  vol.  3,  pp.  206-08,  218. 

23.  Six  pieces  of  this  weaving  were  allotted  to  the  empress  Eugenie  in 
1 871;  they  were  in  her  sale  at  Christie's,  London,  July  7,  1927, 
no.  76,  illus.,  and  are  now  in  the  Virginia  Museum  of  Fine  Arts 
{European  Art  in  the  Virginia  Museum  of  Fine  Arts:  A  Catalogue 
[Richmond,  1966]  nos.  242-47,  illus.).  Others  are  in  the  duke  of 
Richmond's  collection  at  Goodwood  (Christopher  Hussey,  "Good- 
wood House,  Sussex,"  Country  Life  72  [July  9, 1932]  p.  43,  fig.  7; 


dated  1763,  including  overdoor  panels)  and  the  Mobilier  National 
(Fenaille,  Gobelins,  vol.  3,  p.  217). 

24.  Fenaille,  Gobelins,  vol.  3,  pp.  234-36. 

25.  Geoffrey  de  Bellaigue,  "The  Works  of  Art,"  in  Buckingham  Palace 
and  Its  Treasures  (New  York,  1968)  p.  179. 

26.  Fenaille,  Gobelins,  vol.  3,  pp.  252,  253.  Other  pieces  from  this 
weaving  are  in  the  Mobilier  National  and  the  Swedish  National 
Collection.  Of  the  nine  pieces  given  to  the  marquis  de  La  Vrilliere  in 
1770—72  and  sold  after  his  death  in  1777,  eight  were  bought  by  the 
duke  of  Rutland  in  1814  (Fenaille,  Gobelins,  vol.  3,  pp.  247,  248), 
and  six  are  in  Belvoir  Castle  (Christopher  Hussey,  "Belvoir  Castle, 
Leicestershire,  the  Seat  of  the  Duke  of  Rutland,"  Country  Life  1 20 
[December  26,  1956]  pp.  1286,  1289).  Four  pieces  were  given  to 
Cardinal  de  La  Roche- Aymon  in  1774,  sold  after  his  death  in  1777, 
bought  in  London  about  1883  by  King  Francis  of  Assisi  of  Spain 
(husband  of  Isabella  II),  and  kept  in  his  Chateau  of  Epinay  with  a 
piece  from  the  Neilson  weaving  (Fenaille,  Gobelins,  vol.  3,  pp.  249, 
250).  After  his  death  in  1902,  all  five  pieces  were  acquired  by  J. 
Pierpont  Morgan;  they  later  belonged  to  Mrs.  Widener  Dixon, 
who  gave  them  to  the  Philadelphia  Museum  of  Art  (D.F.,  "Gobelin 
[sic]  Tapestries,"  MMA  Bulletin  7  [19 12]  pp.  1-3,  illus.  [one]  as 
loans  from  J.  Pierpont  Morgan;  Philadelphia  Museum  of  Art,  An- 
nual Report,  1944,  p.  26,  illus;  1946,  p.  19,  illus.  facing  p.  24; 
1948,  p.  17).  The  Ball  at  Barcelona  from  the  six  pieces  given  to  M. 
de  Machault  in  1783  is  in  the  collection  of  the  comte  de  La  Panouse 
at  the  Chateau  de  Thoiry,  Seine-et-Oise  (J.V.,  "Pour  attirer  plus  de 
visiteurs  au  Chateau  de  Thoiry:  un  zoo,"  Connaissance  des  Arts 
191  [January  1968]  p.  82,  fig.  13).  The  four  pieces  given  to  the 
duke  and  duchess  of  Saxe-Teschen  in  1786  are  in  the  J.  Paul  Getty 
Museum,  Malibu  (C.B.-D.  [Charissa  Bremer-David],  "Set  of  Four 
Tapestries,"  The  J.  Paul  Getty  Museum  Journal  11  [1983]  pp. 
60-66),  and  the  two  given  to  the  English  artist  Richard  Cosway  in 
1788  are  in  Buckingham  Palace  (de  Bellaigue,  in  Buckinham  Palace 
and  Its  Treasures,  p.  179).  Portieres  made  without  pictures  for  the 
marquis  de  Marigny  in  1775  are  in  the  Nissim  de  Camondo  Mu- 
seum, Paris  (three  pieces  from  the  Breadalbane  collection;  the 
fourth  piece  of  the  set  is  said  to  be  in  the  collection  of  Michel 
Goudchaux;  Musee  Nissim  de  Camondo  [Paris,  i960]  p.  54,  no. 
232). 

27.  Fenaille,  Gobelins,  vol.  3,  pp.  267-80.  Two  pieces  were  in  the 
Ernest  Cronier  sale,  Galerie  Georges  Petit,  Paris,  December  4,  5, 
1905,  nos.  169, 170. 

28.  Other  subjects  are  known  that  were  certainly  woven  as  private 
commissions.  One  in  the  Jacques  Louis  Stern  sale,  Parke-Bernet, 
New  York,  November  3,4,  1950,  no.  217,  illus.,  has  a  simplified 
alentour  and  is  signed  "Audran  aux  Gobelins";  another,  with  a 
modified  Argenson  alentour  was  sold  at  the  Hotel  Drouot,  Paris, 
May  13, 1904,  no.  2,  and  at  Parke-Bernet,  March  9, 10, 1945,  no. 
396,  illus. 

29.  Dario  Boccara,  Les  Belles  Heures  de  la  tapisserie  (Zug,  1971)  p. 
195,  illus.  Called  Gobelins,  about  1780. 

30.  Fenaille,  Gobelins,  vol.  3,  pp.  378,  391;  Standen,  "Memorable 
Judgment,"  figs.  6-9. 

31.  Fenaille,  Gobelins,  vol.  4,  p.  378. 

32.  James  Henry  Duveen,  The  Rise  of  the  House  of  Duveen  (New 
York,  1957)  pp.  170-80. 

33.  Standen,  "Memorable  Judgment,"  pp.  100-03, 106. 
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5  4  Young  Woman  Holding  a  Mask 


French  (Paris);  probably  copied  from  an  engraving  by  Nicolas 
Chasteau  (c.  1680-c.  1750)  after  a  painting  by  Jean  Baptiste 
Santerre  (1651-1717),  and  woven  in  1725  by  Jean  Jacques 
Jans  (c.  1 67 1— 1 731)  in  his  haute-lisse  workshop  at  the 
Gobelins  manufactory,  as  a  private  commission  or  for  pri- 
vate sale  or  gift. 

Weaver's  name  and  date. 

Wool  and  silk. 

3  ft.  2  in.  x  2  ft.  6  V2  in  (97  cm  x  77  cm). 
22-26  warps  per  inch,  9-10  per  centimeter. 
Purchase,  Joseph  Pulitzer  Bequest,  1929  (29.132). 


DESCRIPTION 

The  young  woman  with  fair  hair,  pink  cheeks,  and  blue 
eyes  wears  a  dark  blue  cap  with  one  red  and  one  white 
plume  at  the  back,  and  a  white  aigrette  fastened  to  a  gray 
brooch  with  a  pear-shaped  pearl  at  the  side.  Her  bodice 
and  skirt  are  black,  ornamented  in  brown  and  tan,  with  a 
white  undergarment  visible  at  the  wrists  and  neckline. 
Dark  and  pale  pink  material  shows  as  puffs  through  the 
slits  in  the  sleeves.  The  bodice  is  lined  with  pink  and  her 
braid  of  hair  is  fastened  with  a  pale  pink  bow.  She  holds  a 
black  mask.  The  background  is  pale  brown  and  tan  around 
the  upper  part  of  the  figure  and  dark  brown  near  the 
edges. 

The  tapestry  is  inscribed  in  dark  blue  in  the  lower  right 
corner:  Jans  fecit,  anno  1725*  The  light  background  is 
almost  entirely  silk. 


CONDITION 

The  slits  that  constituted  the  modeling  in  the  hair  over 
the  forehead  and  the  right  shoulder  have  been  sewn  up. 


SUBJECT 

The  woman  has  been  identified  as  Christine  Antoine 
Charlotte  Desmares  (1682-175 3),  a  Comedie  Fran^aise 
actress,  the  mask  indicating  that  she  is  posing  as  Thalia.1 
This  identification  is  based  on  the  resemblance  between 
this  and  another  tapestry  figure,  the  half-length  of  a  seated 
woman  holding  a  letter,  signed  "Jans  fecit,  anno  1726," 
that  at  one  time  belonged,  with  54,  to  the  dealer  Jacques 
Seligmann;2  he  claimed  the  two  tapestries  were  a  pair, 
gave  the  same  provenance  for  both,  and  stated  that  they 
represented  one  of  the  actresses  La  Clairon  (1723— 1802), 
Marie  Champmesle  (1642— 1698),3  or  Mile  Demarets 
[sic] .  The  second  tapestry,  the  Woman  Holding  a  Letter,  is 
after  a  print  dated  1708  by  Chasteau  after  Santerre;  there 
are  several  versions  of  the  related  painting,  those  in  the 
Comedie  Fran^aise,  Paris,4  the  Museum  of  Fine  Arts,  Bos- 
ton,5 and  the  Francis  Guerault  sale,  Paris,  May  16,  1935 
(no.  35,  illus.,  attributed  to  Jean  Raoux),  being  identified 
as  Desmares.  Another  is  said  to  belong  to  the  actress's 
descendants  at  Bessinger,  near  Geneva.6  A  replica  in  the  A. 


Blanc  sale,  Galerie  Georges  Petit,  Paris,  December  3,  4, 
1906  (no.  121,  illus.),  however,  was  called  Le  Billet 
DouxP  In  any  case,  there  is  no  real  evidence  that  the  two 
tapestries  form  a  pair,  except  that  both  were  once  owned 
by  Jacques  Seligmann.  The  facial  resemblance  is  com- 
pletely unconvincing,  as  Chasteau  made  at  least  five  prints 
of  young  women  after  Santerre,  all  looking  exactly  alike, 
including  the  Woman  Holding  a  Letter*  The  authentic 
portrait  of  Desmares  by  Charles  Coypel  in  the  Comedie 
Franchise  museum,9  engraved  by  Lepicie,  1733,  with  her 
name,10  shows  her  as  very  stout,  with  a  round  face;  she 
holds  a  mask,  but  also  a  dagger,  indicating  her  ability  in 
both  comedy  and  tragedy,  stressed  in  the  quatrain  on  the 
print. 

There  is  in  fact  no  reason  to  believe  that  54  represents 
an  actress  or  Thalia.  The  subject  is  in  fancy  dress,  rather 
than  theatrical  costume.  Santerre,  in  his  later  years,  painted 
tetes  de  fantasi  instead  of  portraits;  many  of  these  show 
young  women  in  fantastic  costumes,  frequently  holding 
masks.11 

SOURCE  OF  THE  DESIGN 

The  tapestry  is  almost  certainly  copied  from  a  Chasteau 
print  after  a  Santerre  painting.  It  is  close  to  one  in  which 
the  young  woman  holds  her  skirt  with  her  right  hand  and 
has  a  dangling  sleeve  under  the  mask  in  her  left  (fig.  3 7). 12 
Neither  the  print  nor  the  painting  has  been  located,  but 
both  may  have  been  in  existence  in  1876,  when  Alfred 
Potiquet  listed  among  Santerre's  works  (tUne  femme  de- 
bout  en  habits  de  bal,  tenant  un  masque  de  la  main  gauche, 
le  bras  plie,  vue  a  mi-corps;  H.  0,67,  L.  0,56.  Grave  par 
Chateau,  avec  4  vers  au-dessous,  1708,  petit  in-folio."13 
The  phrase  "le  bras  plie,"  rather  than  a  reference  to  the 
right  hand  holding  the  skirt,  may  indicate  the  original  of 
54  rather  than  the  other  very  similar  Santerre  figure,  and 
the  fact  that  the  dimensions  are  given  suggests  that  the 
painting  was  known  to  Potiquet. 

WEAVER 

Jean  Jacques  Jans  became  head  of  the  first  haute-lisse 
workshop  at  the  Gobelins  in  1723. 

HISTORY 

Bought  from  Jacques  Seligmann  for  the  MMA  by  means  of  the 
Joseph  Pulitzer  Bequest,  1929. 14 


Pounfuayle  tenure  Amour  qui petU  tout  par  voJduuinS, 
Los  a  tit  tut  moment  dero&e*.  *r  rkos  ycux  ■ 
Cc£  et droit  ennemx/  pour  nous  SttrpfvnJt  t-  tnieuiv 
(Jon*f  t'ot/'t'  ma,ftitte,t  /ri.r,  woufoit  rhr/rrr.rf.r  rtrmrs. 


fig.  37.  Young  Woman  Holding  a  Mask,  by  Nicolas  Chasteau,  after 
Jean  Baptiste  Santerre.  Engraving.  Bibliotheque  Nationale, 
Paris. 


PUBLICATIONS 

Breck,  Joseph.  "A  Tapestry  Portrait."  MMA  Bulletin  24  (1929) 
p.  381,  illus.  p.  313.  Said  to  be,  traditionally,  a  portrait  of 
Charlotte  Desmares  as  Thalia. 

Mainella,  William  E.  "The  Art  of  Tapestry  Weaving."  Dye- 
stuffs  41  (1955)  p.  56,  illus. 

Standen,  Edith.  "Three  Ladies  in  Tapestry."  Studies  in  Textile 
History,  in  Memory  of  Harold  B.  Burnham.  Veronika  Ger- 
vers,  ed.  Royal  Ontario  Musuem,  Toronto,  1977,  p.  332,  fig. 
1.  Described  as  a  woman  in  fancy  dress,  woven  by  Jean 
Jacques  Jans  from  a  print  by  Nicolas  Chasteau  after  Jean 
Baptiste  Santerre. 
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NOTES 

1.  Breck,  "Tapestry  Portrait,"  p.  381. 

2.  Exhibited,  Three  French  Reigns,  25  Park  Lane  (London,  1933)  cat. 
no.  433,  as  Mile  Desmarets,  after  a  painting  by  Santerre.  Illustrated 
London  News,  April  8, 1933,  p.  499,  illus.,  as  Marie  Champmesle. 
Typewritten  document  supplied  by  the  dealer  Germain  Seligmann 
to  the  MMA  in  1929,  as  La  Clairon.  Another  version  of  this  tapes- 
try, signed  "Lanie  1724,"  is  in  the  Palazzo  Reale,  Naples  (Mercedes 
Viale  and  Vittorio  Viale,  Arazzi  e  tappeti  antichi  [Turin,  1952]  no. 
117,  pi.  101a,  called  Portrait  of  a  Lady),  "Lanie"  is  probably  the 
Gobelins  weaver  Etienne  Lanier  (Fenaille,  Gobelins,  vol.  4,  p.  349). 

3.  Marie  Desmares  (La  Champmesle),  as  shown  in  a  portrait  of  the 
Mignard  School  in  the  Ed.  Couvet  collection,  Rouen,  is  entirely 
unlike  either  of  these  tapestries  (Emile  Dacier,  Le  Musee  de  la 
Comedie-Francaise,  1680-190 j  [Paris,  1905]  pi.  facing  p.  30). 

4.  La  Comedie-Francaise,  1680— 1962,  exh.  cat.,  Chateau  de  Ver- 
sailles (Versailles,  1962)  no.  129  (as  French  eighteenth  century, 
Portrait  of  Desmares).  But  Dacier  (Musee  de  la  Comedie-Francaise, 
p.  1 63 )  says  that  it  is  a  fancy  picture  by  J.  Raoux.  A  tapestry  copy  of 
this  picture,  called  Charlotte  Desmares,  was  in  the  Albert  Lehmann 
sale,  Galerie  Georges  Petit,  Paris,  June  4,5,1925^0.133,  not  illus. 

5.  From  the  Baletta  sale,  Hotel  Drouot,  Paris,  May  8-1 1,  19 12,  no. 
65,  illus.  Museum  of  Fine  Arts,  Boston,  acc.  no.  47.245. 

6.  Information  from  Frick  Art  Reference  Library  photographs. 

7.  Probably  the  picture  advertised  in  Art  News,  May  16,  193 1,  sec- 
tion one,  by  Lindpainter  Galleries,  Berlin  and  Lucerne.  Examples  in 
Dresden  and  in  other  sales  are  noted  in  Gunnar  W.  Lundberg, 


"Jean  Baptiste  Santerre,"  Tidskrift  for  Konstvetenskap  17  (1933) 
p.  42,  n.  5,  as  portraits  of  Desmares. 

8.  Marcel  Roux,  Inventaire  du  fonds  francais:  Graveurs  de  XVIIIe 
siecle,  Bibliotheque  Nationale,  Departement  des  Estampes,  vol.  4 
(Paris,  1940)  pp.  230—32,  nos.  6,  8,  9, 10,  and  13,  all  dated  1708, 
without  names  of  sitters,  the  same  size,  with  quatrains. 

9.  Dacier,  Musee  de  la  Comedie-Francaise,  p.  133. 

10.  Lillian  Arvilla  Hall,  Catalogue  of  the  Dramatic  Portraits  in  the 
Theatre  Collection  of  the  Harvard  College  Library  (Cambridge, 
Mass.,  1930-34)  vol.  1,  p.  361. 

11.  Lundberg,  "Jean  Baptiste  Santerre,"  p.  46,  n.  3,  quoting  the  Mer- 
cure  de  France,  September  171 8,  p.  72;  fig.  8,  illus.  four  prints  of 
young  women  in  fancy  dress  by  Chasteau  after  Santerre,  three 
holding  masks.  Of  these  prints,  a  is  Roux,  Inventaire,  no.  6,  b  is 
Roux  no.  13,  c  is  Roux  no.  8,  and  d  is  Roux  no.  10. 

12.  Lundberg,  "Jean  Baptiste  Santerre,"  fig.  8,  c. 

13.  Alfred  Potiquet, /ea «  Baptiste  Santerre  (Paris,  1876)  p.  10. 

14.  The  typewritten  document  received  with  the  tapestry  states  that  it 
and  a  companion  panel  showing  the  same  person,  but  dated  1726, 
came  from  the  collection  of  the  comte  de  Kersaint,  whose  father 
had  inherited  them  from  a  cousin,  the  comte  Saint  Yon,  director  of 
the  Gobelins,  to  whom  they  had  been  given  by  the  French  govern- 
ment on  his  golden  anniversary.  Cartoons  for  the  tapestries,  signed 
Santerre,  belonged  to  the  due  de  Marnier,  whose  wife  was  a  Ker- 
saint, and  engravings  giving  the  history  of  the  tapestries  to  the 
comte  de  Durfort.  No  confirmation  of  these  statements  has  been 
found.  No  Saint  Yon  is  recorded  as  connected  with  the  Gobelins. 
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55  Young  Woman,  called  the  Spanish  Girl 


French  (Paris);  after  a  painting  by  Alexis  Grimou 

(1678-173 3),  1729,  woven  1730-39  by  Pierre  Francois 
Cozette  (1714— 1 801)  probably  in  a  basse-lisse  workshop  at 
the  Gobelins  manufactory,  as  a  private  commission,  or  for 
private  sale,  or  as  a  gift  or  practice  piece. 

Designer's  and  weaver's  names  and  dates. 

Wool  and  silk. 

1  ft.  n7/8  in.  x  1  ft.  8V8  in.  (61  cm  x  51  cm). 
24  warps  per  inch,  10  per  centimeter. 
Bequest  of  Julie  Heidelbach,  1932  (35.116.9). 


DESCRIPTION 

The  young  girl  has  pale  yellow  and  brown  hair  and  pale 
brown  eyes.  She  wears  a  blue  cap  and  a  pearl  earring.  Her 
dress  is  brown,  with  what  is  apparently  a  red  sleeveless 
coat,  trimmed  with  brown  fur  at  the  neck  and  over  the 
shoulder.  A  white  undergarment  is  visible  at  the  neck.  The 
background  is  greenish  brown,  darker  at  the  edges,  with  a 
dull  pale  cream  section  behind  the  head.  Inscribed  in  black 
on  the  left:  Grimou  f  •  /1729;  in  cream  in  the  lower  right: 
cozette.  ex/173  [^e  last  figure  missing]. 


CONDITION 

Worn  around  the  edges.  Small  areas  of  repair  and  a  hole 
are  visible  at  the  base. 

An  inscription  formerly  on  the  now  removed  lining 
reads:  "Maillard  felix  le  13  mai  1879  artiste  aux  Gobelins 
reparateur  de  tapisserie."  Some  words  are  doubtful,  but 
the  inscription  suggests  that  5  5  was  repaired  or  lined  in 
1879. 


SUBJECT 

One  of  the  versions  of  the  painting  from  which  the 
tapestry  is  derived  was  described  in  1763  as  a  woman 
"habillee  en  Espagnolette";  UEspagnolette  is  the  title  of  a 
closely  related  print  (fig.  38).  The  girl  is  shown  wearing  a 
feather  in  her  cap,  a  ruff,  a  small,  tight  roll  of  material  at 
the  shoulder,  and  slashed  sleeves.1  This  sixteenth-century 
style  was  thought  of  as  Spanish  in  eighteenth-century 
France.  A  Boucher  drawing  in  the  Louvre  of  a  young 
woman  wearing  a  ruff  and  full,  puffed  sleeves  was  de- 


scribed in  1 78 1  as  "Jeune  femme  vetue  a  PEspagnole."2  A 
painting  by  Carle  van  Loo  in  the  Hermitage  Museum, 
Leningrad,  shows  men  in  ruffs  and  slashed  sleeves  with 
short  cloaks  and  is  called  a  concert  "a  PEspagnole."3  The 
term  appears  to  correspond  to  the  "Van  Dyck"  costume 
popular  in  England  in  the  eighteenth  century.4  There  is  no 
reason  to  believe  that  the  girl  of  5  5  is  Spanish. 

SOURCE  OF  THE  DESIGN 

The  tapestry  is  a  simplified  version  of  a  painting  signed 
by  Grimou  in  the  Staatliche  Kunsthalle,  Karlsruhe  (fig. 
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fig.  38.  L'Espagnolette,  by  Lepicie,  after  Alexis  Grimou.  Engraving. 

Print  Collection,  The  New  York  Public  Library,  Astor, 
Lenox,  and  Tilden  Foundations. 


3 9). 5  The  girl  has  a  feather  in  her  cap,  no  earring,  a  ruff, 
and  a  slashed  sleeve,  and  holds  a  cloak  with  her  left  hand. 
This  painting  and  its  companion  piece  were  in  the  Peilhon 
sale,  Paris,  May  16,  1763,  no.  68;  as  Peilhon  had  been 
treasurer  of  the  Batiments,  it  is  possible  that  Cozette  was 
allowed  to  copy  the  picture  or  have  it  copied,  as  a  design 
for  his  tapestry. 


fig.  39.  L'Espagnolette,  by  Alexis  Grimou.  Oil  on  canvas.  Staatliche 
Kunsthalle,  Karlsruhe. 


WEAVER  AND  DATE 

Cozette  became  head  of  a  basse-lisse  workshop  at  the 
Gobelins  in  173  5  when  he  was  twenty-one.  The  last  figure 
in  the  date  of  5  5  is  possibly  three,  suggesting  that  the  piece 
was  made  as  an  exercise  by  the  young  weaver  before  his 
appointment  as  entrepreneur. 

HISTORY 

The  inscription  on  the  lining  formerly  attached  to  the  wooden 
backing  includes  the  date  May  13,  1879,  suggesting  that  55 
was  in  Paris  at  this  time  and  possibly  was  repaired  or  re- 
mounted at  the  Gobelins  manufactory. 

Bequeathed  to  the  MMA  by  Julie  Heidelbach  (Mrs.  Alfred  S. 
Heidelbach)  of  Paris,  1932. 
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EXHIBITION 

Hartford,  Wadsworth  Atheneum,  and  Baltimore  Museum  of 
Art,  195 1-52.  2000  Years  of  Tapestry  Weaving,  cat.  no.  112, 
not  illus. 

PUBLICATIONS 

Phillips,  John  Goldsmith.  "A  Bequest  of  Gobelins,  Beauvais, 
and  Savonnerie  Panels."  MMA  Bulletin  31  (1936)  p.  29.  De- 
scribed as  "a  portrait  of  a  pretty  French  girl  clothed  in  a 
romantic  Spanish  costume." 

Standen,  Edith.  "Three  Ladies  in  Tapestry."  Studies  in  Textile 
History,  in  Memory  of  Harold  B,  Burnham.  Veronika 
Gervers,  ed.  Royal  Ontario  Museum,  Toronto,  1977,  pp. 
333,335,336,  fig.  4 .  Described  as  a  woman  in  a  type  of  fancy 
dress  called  "Spanish,"  related  to  paintings  by  Alexis 
Grimou,  woven  by  Pierre  Francois  Cozette. 

NOTES 

1.  Standen,  "Three  Ladies,"  fig.  6. 

2.  Alexandre  Ananoff,  VOeuvre  dessine  de  Francois  Boucher,  cata- 
logue raisonne,  vol.  1  (Paris,  1966)  p.  72,  no.  205,  fig.  35. 

3.  A.  P.  de  Mirimonde,  "La  musique  orientale  dans  les  oeuvres  de 
PEcole  francaise  du  XVIIIe  siecle,"  Revue  du  Louvre,  1969,  p.  245, 


fig.  26.  A  drawing  for  this  is  in  the  Metropolitan  Museum  (MMA 
Notable  Acquisitions  1983— 1984  [New  York,  1984]  p.  71). 

4.  The  influence  of  sixteenth-century  Spanish  costume  on  later  court 
dress  is  illustrated  by  Helene  Dihle,  "Nachklange  der  spanischen 
Tracht,"  Waffen-  und  Kostumkunde  16  (1974)  pp.  1-20,  but  this 
usage  does  not  seem  to  be  related  to  the  "Spanish"  costume  worn 
by  the  girl  in  5  5 . 

5.  Franzdsischer  Metster  aus  der  Staatlichen  Kunsthalle  Karlsruhe 
(Karlsruhe,  1963)  no.  22,  illus.  as  Junges  Mddchen  in  spanischer 
Tracht  ("L'Espagnolette").  A  companion  piece  is  dated  1731  and 
shows  a  girl  with  a  book  ("La  Liseuse").  A  replica  of  VEspagno- 
lette  is  in  the  Calvet  Museum,  Avignon,  with  a  companion  piece  of 
a  young  man  drawing,  and  another  is  in  the  Hermitage  Museum, 
Leningrad  (Feintures  de  VEurope  occidental,  Catalogue  [in  Rus- 
sian], vol.  1,  2nd  ed.,  Hermitage  [Leningrad,  1976]  p.  198,  no. 
1 125,  fig.  44).  A  sketch  in  the  Dulwich  Picture  Gallery,  London, 
includes  the  ruff  and  the  slashed  sleeve  of  the  Karlsruhe  painting; 
this  picture  has  been  attributed  to  Fragonard  (Pierre  Rosenberg 
and  Isabelle  Compin,  "Quatre  nouveaux  Fragonard  au  Louvre," 
Revue  du  Louvre,  1974,  p.  191,  fig.  9).  There  is  a  small  version  in 
the  Prague  National  Gallery.  An  engraving  of  1740  (fig.  38)  shows 
the  same  figure  with  a  bird  on  her  finger;  the  companion  print  is  a 
boy  with  a  flute  (Roger  Portalis  and  Henri  Beraldi,  Les  Graveurs  du 
dix-huitieme  siecle  [Paris,  1880-82]  vol.  2,  pt.  2,  p.  664,  iv,  21). 
What  is  presumably  another  version  of  the  Karlsruhe  painting  was 
sold  at  Sotheby's,  London,  June  30,  1965  (no.  3);  this  is  described 
as  showing  a  fur-trimmed  red  dress,  so  it  may  be  closer  to  the 
tapestry  than  the  other  examples. 
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56  Boucher's  Daughter,  Jeanne  Elisabeth  Victoire  Deshays 


French  (Paris);  after  a  pastel  by  Francois  Boucher 
(1703— 1770),  about  1757,  woven  in  1769  by  Pierre 
Francois  Cozette  (1714-1801)  or  his  son  Michel  Henri 
Cozette  (175 4-1 822)  in  the  Cozette  haute-lisse  workshop 
at  the  Gobelins  manufactory,  as  a  private  commission,  for 
private  sale,  or  as  a  gift. 

Designer's  and  weaver's  names  and  date. 

Wool  and  silk. 

1  ft.  7V4  in.  x  1  ft.  3  in.  (49  cm  x  38  cm). 

25  warps  (vertical)  per  inch,  10  per  centimeter. 

Bequest  of  Julie  Heidelbach,  1932  (35. 11 6. 8). 

DESCRIPTION 

The  blue-eyed  young  woman  has  a  pink,  white,  blue, 
and  brown  bow  in  her  fair  hair,  with  a  blue  band  over  the 
top  of  her  head.  She  has  a  pale  yellow  and  cream  dress, 
with  a  pink  strap  over  the  shoulder,  and  a  wrap  of  the 
same  colors  as  the  bow,  pale  pink  and  blue  predominat- 
ing. At  her  breast  is  a  pink  rose,  with  smaller  pink,  white, 
and  blue  blossoms,  and  dark  blue  and  green  leaves.  The 
background  is  blue.  Inscribed  in  black  ink  in  the  right 
center:  Boucher  Pixt  I  Cozette  Extf  1 1769.  The  flesh  and 
background  are  in  wool,  the  costume  and  flowers  in  silk. 

CONDITION 

The  slits  round  the  head  and  neck  have  been  sewn  up 
obtrusively. 


SUBJECT 

The  subject  of  this  tapestry,  with  the  corresponding 
pastel  and  print,  and  the  companion  pieces  to  the  pastel 
and  print,  are  identified  by  two  later  versions  of  the  pas- 
tels; they  are  Boucher's  daughters,  Jeanne  Elisabeth 
Victoire  (1735— 1770),  wife  of  Jean  Baptiste  Henri 
Deshays,  and  Marie  Emilie  (1740-1774),  wife  of  Pierre 
Antoine  Baudouin. 1  One  pastel  of  Mme  Baudouin  is  dated 
1756,  but  the  print  of  the  same  subject  (called  Tete  de 
Flore)  indicates  that  the  pastel  was  made  in  1757;  it  is 
probable  that  the  portrait  of  Mme  Deshays  was  made 
about  the  same  time,  when  she  was  twenty-one  or  -two. 


OU.^M  '  —  V- 


fig.  40.  Tete  de  femme,  by  Louis  Marin  Bonnet,  after  Francois 
Boucher.  Color  engraving.  Louvre,  Cabinet  des  Dessins, 
Collection  E.  de  Rothschild,  Paris  (Arch.  Phot.  Paris  / 
S.P.A.D.E.M.).  Photo:  Musees  Nationaux. 


SOURCE  OF  THE  DESIGN 

Boucher's  early  pastel  of  Mme  Deshays  is  known  only 
from  documents,  from  later  versions,  and  from  the  color 
print  made  of  it  in  1769;  the  inscription  on  this  states  that 
the  original  pastel  was  owned  by  Jean  Germain  Soufflot.2 
In  1782,  it  was  in  the  sale  of  the  marquis  de  Marigny's 
collection,  number  15,  as  "tete  de  femme  charmante."3  It 
is  possible  that  the  tapestry  was  copied  from  the  color 
print  by  Louis  Marin  Bonnet  after  the  pastel  (fig.  40),  but, 


383 


as  Soufflot  was  director  of  the  Gobelins  and  Marigny  di- 
rector of  the  Batiments,  either  of  them  might  have  lent  the 
pastel  to  Cozette.  As  Marigny  also  owned  an  example  of 
the  tapestry,  it  seems  quite  probable  that  Soufflot  gave  or 
sold  both  the  tapestry  and  the  pastel  to  him.  The  differ- 
ences between  the  tapestry  and  the  print  are  minute  altera- 
tions in  the  colors,  flowers,  hair,  ribbon,  and  dress.  The 
modeling  of  the  features  is,  however,  considerably  more 
subtle  in  the  print;  hard  lines,  such  as  that  dividing  the 
light  and  dark  areas  of  the  neck,  are  nonexistent  in  the 
print.  A  painting  derived  from  Boucher's  design  was  sold 
at  Parke-Bernet,  New  York,  April  21,  1971  (no.  275,  at- 
tributed to  the  school  of  Claude  Hoin);  it  shows  the  girl 
with  small  purple  flowers  and  green  leaves  in  her  dark 
hair. 

WEAVER  AND  DATE 

Though  the  inscription  was  added  after  the  completion 
of  the  tapestry,  it  is  probably  contemporary  and  accurate, 
as  it  appears  on  other  examples.  The  "Cozette"  named 
may  be  Pierre  Francois,  who  gave  up  his  basse-lisse  work- 
shop in  1749  and  took  over  Monmerque's  haute-lisse 
looms,  or  his  son  Michel  Henri. 


RELATED  TAPESTRIES 

Two  other  examples  are  known.  One  was  probably 
sold  in  Paris  in  1794;4  it  was  in  the  Lowengard  sale,  Gale- 
rie  Georges  Petit,  Paris,  June  10,  19 10  (no.  26,  illus.).  It 
has  a  similar  inscription,  but  is  very  slightly  larger  and 
shows  minute  differences  in  the  drapery,  hair,  flowers,  and 
modeling  of  the  features.  The  other  omits  Boucher's  name 
and  the  date;  it  is  signed  "Cozette  fils  exit  [Michel  Henri 
Cozette]."  It  is  slightly  smaller,  but  shows  only  very  small 
differences  from  the  other  two  examples.  It  was  in  the 
Felix  Doisteau  sale,  Galerie  Georges  Petit,  Paris,  June  18, 
19, 1928  (no.  211,  illus.).  All  three  tapestries  have  vertical 
warps. 

A  variant,  known  only  from  a  photograph,  was  in  a 
Swiss  collection  in  19 12;  there  are  no  ribbons  in  the  hair, 
no  flowers,  and  no  inscription.  The  hair  falls  down  the 
back  of  the  neck  and  there  is  a  white  space  in  the  back- 
ground on  the  right. 

Another  small  tapestry  with  an  inscription  in  ink  is  the 
Boy  with  a  Portfolio  in  the  Tours  Museum;5  it  is  inscribed 


"Drouais  fils  /  1760  /  Cozette  exit  1763."  The  companion 
piece  has  a  woven  inscription.  Another  example  of  the 
Boy  with  a  Portfolio,  in  the  Louvre,  also  has  a  written 
inscription,  with  the  weaver's  name  given  as  "Cozette  fils 
exdit  en  1764  age  de  10  ans." 

HISTORY 

Possibly  owned  by  the  marquis  de  Marigny  and  sold  with  his 

collection  in  1782.6 
Bequeathed  to  the  MMA  by  Julie  Heidelbach  (Mrs.  Alfred  S. 

Heidelbach)  of  Paris,  1932. 


PUBLICATIONS 

Phillips,  John  Goldsmith.  "A  Bequest  of  Gobelins,  Beauvais, 
and  Savonnerie  Panels."  MMA  Bulletin  3 1  (1936)  p.  29,illus. 

"Rare  Tapestries  Go  to  Metropolitan  Museum."  Art  News  34 
(February  22, 1936)  p.  12,  illus. 

Standen,  Edith.  "Three  Ladies  in  Tapestry."  Studies  in  Textile 
History y  in  Memory  of  Harold  B.  Burnham.  Veronika 
Gervers,  ed.  Royal  Ontario  Museum,  Toronto,  1977,  pp. 
335-37,  fig.  7.  Described  as  Boucher's  daughter,  Mme 
Deshays,  after  his  pastel  or  the  engraving  of  it  by  Louis  Marin 
Bonnet,  woven  by  Pierre  Francois  or  Michel  Henri  Cozette. 

NOTES 

1.  The  later  panels  belonged  to  Prosper  de  Baudicour  and  are  men- 
tioned in  his  he  Peintre-graveur  francais  continue,  vol.  2  (Paris, 
1 861 )  p.  3  8,  as  in  his  collection.  That  of  Mme  Deshays  is  signed  by 
Boucher  and  dated  1766.  Both  were  in  the  A.  Danlos  sale,  Hotel 
Drouot,  June  6,  1928  (nos.  48,  49,  illus.),  when  it  was  stated  that 
Prosper  de  Baudicour  had  bought  them  on  the  advice  of  his  draw- 
ing master,  Pierre  Lelu,  a  pupil  of  Boucher,  who  told  him  the  names 
of  the  subjects.  What  is  apparently  another  pair,  with  the  portrait 
of  Mme  Deshays  also  signed  and  dated  1766,  was  sold  at  the  Palais 
Galliera,  Paris,  June  19,  1970  (nos.  11,  12,  illus.).  There  are  two 
pastels  of  Mme  Baudouin  in  the  Louvre;  one  is  signed  by  Boucher 
and  dated  1756,  the  other  is  a  copy  (Genevieve  Monnier,  Pastels, 
XVII™e  et  XVIII^  siecles,  Musee  du  Louvre,  Cabinet  des  Des- 
sins,  Inventaire  des  Collections  Publiques  Francaises,  18  [Paris, 
1972]  nos.  26,  27). 

2.  Jacques  Herold,  Louis-Marin  Bonnet  (iy^6—ij^^),  Catalogue  de 
Yoeuvre grave  (Paris,  1935)  p.  88,  no.  59,  pi.  xn. 

3.  Fenaille,  Gobelins,  vol.  4,  p.  345.  Marigny's  title  of  the  marquis  de 
Menars  was  used  at  this  sale. 

4.  Fenaille,  Gobelins,  vol.  4,  p.  345. 

5.  Paul  Vitry,  he  Musee  de  Tours:  Peintres,  dessins,  sculptures, 
meubles,  etc.  (Paris,  191 1)  p.  lxvi,  no.  540,  pi.  95. 

6.  The  dimensions  of  Marigny's  example  are  given  as  i6pouces  high, 
13  pouces  wide  (i53A  in.  by  13  in.),  smaller  than  56,  but  the 
catalogue  says  that  it  was  "sous  glace,"  so  that  these  are  probably 
sight  measurements  and  the  piece  may  have  been  larger. 
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5  7  Croome  Court  tapestries 


Set  of  wall  coverings  (12  pieces)  and  furniture  upholstery  (33  pieces) 


a  Allegories  of  Air  (Cephalus  and  Aurora)  and 
Earth  (Vertumnus  and  Pomona) 

b  Allegory  of  Water  {Neptune  Rescuing  Amymone) 

c  Allegory  of  Fire  {Venus  Visiting  Vulcan) 

d  Mirror  surround  with  vases 

e,  f  Overdoors  with  vases 

g,  h  Vertical  panels  with  garlands 

i,  j  Vertical  panels  with  cherry  sprays 

k,  1  Over-window  panels 

m,  n  Upholstery  for  two  sofas:  backs,  seats,  and 
armrests  with  flowers 

o— t  Upholstery  for  six  chairs:  backs,  seats,  and 
armrests  with  flowers 

u  Unmounted  chair  back  with  flowers 

French  (Paris);  designed,  1758-67:  general  conception  by  Jean 
Germain  Soufflot  (1713-1780),  pictorial  medallions  by 
Francois  Boucher  (1703— 1770),  decorative  surrounds 
(alentours)  and  some  of  the  furniture  covers  by  Maurice 
Jacques  (171 2-1784),  the  rest  of  the  furniture  covers  by 
Louis  Tessier  (1719/20— 1781).  Woven,  1764—71,  in  the 


basse-lisse  workshop  of  Jacques  Neilson  (17 14-1788)  at 
the  Gobelins  manufactory,  for  George  William,  sixth  earl  of 
Coventry,  for  use  in  his  house,  Croome  Court,  Worcester- 
shire, England. 

Designer's  name  on  57a  and  b;  weaver's  name  on  57b  and  c. 
Wool  and  silk. 

57a  10  ft.  x  27  ft.  3  in.  (3.05  m  x  8.3 1  m); 
57b  10  ft.  x  17  ft.  (3.05  m  x  5.18  m); 
57c  10  ft.  x  17  ft.  (3.05  m  x  5.18  m); 

57d  10  ft.  x  10  ft.  5  in.  (3.05  m  x  3.18  m),  portions  with  vases 

each  2  ft.  6V2  in.  (77  cm)  wide; 
57e,  f  5  ft.  1V2  in.  x  4  ft.  4  in.  (1.56  m  x  1.32  m); 
57g,  h  10  ft.  x  1  ft.  5  in.  (3.05  m  x  43  cm); 
57i,  j  9  ft.  11  in.  x  2  ft.  9V2  in.  (3.02  m  x  85  cm); 
57k,  1  83/4  in.  x  5  ft.  10  in.  (22  cm  x  1.78  m); 
57m,  n  backs  approx.  2  ft.  2  in.  x  5  ft.  8  in.  (66  cm  x  1.73  m), 

seats  approx.  2  ft.  5  in.  x  6  ft.  4  in.  (74  cm  x  1.93  m), 

armrests  approx.  11  in.  x  8  in.  (28  cm  x  20  cm); 
570— t  backs  approx.  2  ft.  x  1  ft.  10  in.  (61  cm  x  56  cm),  seats 

approx.  2  ft.  4  in.  x  2  ft.  7  in.  (71  cm  x  79  cm),  armrests 

approx.  10  in.  x  5  in.  (25  cm  x  13  cm); 
57U  2  ft.  3  in.  x  2  ft.  2V2  in.  (69  cm  x  67  cm). 
22—24  warps  per  inch,  9—10  per  centimeter. 
Gift  of  the  Samuel  H.  Kress  Foundation,  1958  (58.75.2-5 

[57a-d];  58.75*6,  7  [57e,  Q;  58-75-8,  9  [571,  j];  58.75-I°, 

11  [57g,h];  58-75-I2>  x3  [57M];  58.75-15-2-0  [57°-t]; 

58.75.21,  22  [57m,  n];  58.75.23  [5711]). 


DESCRIPTION 

The  three  large  panels  (57a— c)  cover  the  fireplace  wall 
and  the  end  walls  of  a  room;  two  panels  (57d)  flank  a 
mirror,  with  a  band  running  under  it,  on  the  fourth  (win- 
dow) wall;  two  panels  (57c,  f )  are  over  the  doors;  four 
vertical  panels,  two  on  the  end  walls  (57g,  h),  two  on  the 
window  wall  (571,  j),  fill  the  spaces  between  the  doors  and 
the  windows;  two  horizontal,  very  narrow  panels  (57k,  1) 
are  placed  above  the  windows.  These  are  concealed  be- 
hind wooden  pelmets  and  are  probably  of  later  date.  All 
the  panels  except  the  last  two  have  grounds  in  crimson 
and  dark  pink  with  a  pattern  of  flowers  and  leaves,  simu- 
lating a  silk  damask,  and  have  elaborate  framelike  borders 
in  dull  yellow  and  brown,  resembling  carved  and  gilded 
wood.  The  three  large  panels  (57a— c)  have  festoons  of 
flowers  above  and  oval  medallions  with  simulated  gilt 
frames  hanging  by  pink  cords  from  large  dull  yellow  nails 
on  the  upper  frame.  The  medallions  cast  shadows  on  the 
damask  ground  (the  light  supposedly  coming  from  the 
upper  left)  and  have  sprays  of  flowers  and  foliage  around 
the  upper  parts  of  their  frames;  they  were  woven  sepa- 
rately and  inserted  into  the  alentours.  The  lower  corners 
of  these  panels  have  leaves  and  flowers,  some  tied  in 
bunches  with  blue  ribbons;  the  flowers  include  red,  pink, 
yellow,  and  white  roses,  pink  and  purple  striped  tulips, 
yellow  hollyhocks  and  lilies,  poppies,  crown  imperials, 
peonies,  lavender  and  white  lilacs,  carnations,  and  many 
others. 

The  fireplace-wall  panel  (57a)  is  shaped  to  leave  a  blank 
rectangle  in  the  center  of  the  lower  border  for  the  chimney 
piece.  There  are  two  upright  oval  medallions;  that  on  the 
left  shows  Aurora,  in  a  white  robe  and  pink  drapery  with 
the  morning  star  in  her  hair,  reclining  on  white  clouds  (see 
detail).  She  gazes  at  the  sleeping  Cephalus,  who  wears  dull 
yellow  and  lavender  robes  and  red  drapery  and  holds  gray 
ribbons  attached  to  a  pale  yellow  quiver.  A  small  black- 
and-white  dog  lies  at  his  feet.  Two  cupids  are  seen  be- 
tween the  couple;  the  lower  one  holds  a  garland  of  red, 
white,  and  pink  roses.  The  background  is  gray  above,  blue 
at  the  lower  right.  The  branch  of  a  tree  in  dull  yellow,  gray, 
and  brown  extends  above  Cephalus.  The  right  medallion 
shows  Pomona  in  a  white  dress  with  blue  drapery,  holding 
a  red  and  white  rose  in  her  left  hand  (see  detail).  She 
reclines  beside  Vertumnus,  who,  disguised  as  an  old 
woman,  wears  a  pink  and  white  head  covering,  a  laven- 
der-pink dress  with  a  purple  sash,  and  red  drapery.  A  gray 


Details  of  57a 
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and  dull  green  fountain  in  the  shape  of  a  large  urn  deco-  the  right  is  a  red  and  blue  scarlet  macaw;  on  the  left,  a  pale 

rated  with  putti  rises  behind  the  pair;  water  falls  from  a  brown  basket  of  flowers  with  a  blue  bow  tied  to  the 

horned  mask  at  the  left  into  a  boatlike  basin  below  and  handle.  Under  the  macaw  are  massed  flowers  and  a  trophy 

onto  a  branch  with  bunches  of  pale  purple  grapes  and  of  love,  including  a  gray  target,  with  an  arrow  piercing  its 

three  pink  and  pale  yellow  peaches  lying  on  a  shelf.  Below  pink  central  boss,  a  blue  and  dull  pale  yellow  quiver  with 

this  is  a  pale  brown  watering  can  and  a  green  and  yellow  blue-feathered  arrows  and  a  blue  ribbon  attached  to  it,  a 

melon.  A  basket  with  red,  white,  and  blue  flowers  and  bunch  of  arrowheads,  a  smoking  torch,  a  yellow  bow,  and 

leaves  lies  at  the  feet  of  the  couple,  and  flowering  plants  two  coronals.  On  the  right  are  two  small  birds  perched  on 

and  trees  are  seen  in  the  background.  The  sky  is  white  and  a  twig.  On  the  left  of  the  fireplace  opening,  below  the 

gray.  In  the  lower  right  is  the  inscription:  f.  Bouche.  P.  In  basket,  are  massed  flowers  and  leaves,  with  a  large  red, 

the  center  of  the  tapestry,  above  the  fireplace  opening,  is  a  blue,  white,  and  brown  golden  pheasant  standing  above  a 

large  dark  blue  vase,  gadrooned  in  pale  blue  and  pink,  trophy  of  the  hunt.  This  includes  a  dull  yellow  hunting 

filled  with  leaves  and  flowers;  three  dull  yellow  gilt  bronze  horn,  a  dead  gray  duck  with  a  brown  head  and  some  blue 

figures  of  boys,  holding  yellow  leafy  garlands,  play  on  its  feathers,  two  other  dead  birds,  a  red  net,  and  a  brown  and 

sides.  A  bird  is  perched  on  a  twig  to  the  left  and  another  gray  hunting  gun  with  a  dark  red  strap.  Farther  to  the  left 

flies  above.  A  large  green  and  yellow  parrot  is  half-seen  at  is  a  brown  squirrel  and  a  small  gray,  yellow,  and  brown 

the  foot  of  the  vase  on  the  right,  and  flowers  are  banked  on  bird  with  a  red  head. 

either  side  above  the  large  central  scroll  of  the  frame.  On  In  57b  the  horizontal  oval  medallion  shows  Neptune, 


57b 


with  white  hair  and  beard  and  flying  pink  drapery,  strid- 
ing through  the  white  waves  grasping  a  pale  yellow  tri- 
dent. Amymone  lies  at  the  lower  left;  she  has  a  white  dress 
with  blue  drapery.  A  brown  and  white  leopard  skin  falls 
across  her  thigh  and  half  conceals  a  pale  yellow  bow  with 
a  pink  handgrip  under  her  knee.  A  red  and  yellow  quiver 
with  arrows,  one  blue-feathered,  and  pink  straps  lies  in  its 
folds.  Above  her,  a  dark-haired  satyr  seizes  her  hair  and 
her  arm.  He  wears  a  pale  yellow  and  white  undergarment 
and  a  dull  dark  pink  robe;  one  of  his  pale  brown  goat  legs 
is  visible  and  a  bundle  of  sticks  is  tied  at  his  back.  Above 
Neptune's  outstretched  arm  flies  a  cupid  holding  an  arrow 
and  a  pale  pink  flaming  torch;  another  floats  behind  Nep- 
tune's back,  holding  the  blue  and  yellow  reins  of  three 
white  and  gray  horses  with  pink  and  red  lips  and  nostrils. 
White  spume  falls  from  their  mouths.  Two  more  cupids  lie 
in  the  foaming  waves  below  the  horses.  The  sky  is  white 
and  pale  yellowish  gray,  with  a  gray  rock  visible  in  the 


distance  on  the  left.  The  foreground  is  whitish  yellow, 
with  some  light  blue  in  the  waves  on  the  right.  The  inscrip- 
tion on  the  lower  right  reads:  F  Boucher.  Fix.  Immediately 
below  the  medallion  is  a  bagpipe  with  a  blue  bag,  red  and 
pink  bellows,  and  white  (probably  representing  ivory) 
chanters,1  partly  concealing  a  pale  brown  straw  hat  with  a 
red  brim  and  bow.  A  red  and  brown  recorder  and  a  trans- 
verse flute  are  partly  seen  behind  the  hat  and  a  tambourine 
to  the  left  of  the  bagpipe.  On  the  right  is  a  blue  and  pale 
brown  bird  perched  on  a  twig,  and  farther  to  the  right,  a 
flying  pink  and  white  bird.  To  the  left  of  the  central  group 
of  the  bagpipe  and  massed  flowers  and  leaves  is  a  billing 
pair  of  white,  pink,  gray,  and  brown  pigeons,  with  an- 
other bird  farther  left.  A  dark  blue  purple  gallinule,  with  a 
red  spot  on  its  head  and  red  legs,  stands  on  a  flowered 
grassy  turf  that  projects  over  the  frame,  casting  a  shadow. 
Three  blue,  gray,  red,  pink,  and  pale  yellow  birds  are  fly- 
ing in  the  space  to  the  left  of  the  central  medallion  and  two 
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blue  and  pale  yellow  swallows  on  the  right.  There  is  an 
inscription  in  black  on  the  damask  ground  immediately 
above  the  frame  at  the  lower  right:  Neilson.  ex. 

The  horizontal  oval  medallion  in  57c  shows  Venus  in  a 
white  dress  with  pink  and  pale  yellow  drapery  stepping 
onto  a  white  cloud.  Vulcan,  who  has  yellow  and  brown 
hair,  holds  a  pale  yellow  sword,  with  pale  pink  and  blue 
straps,  in  his  left  hand.  It  has  a  small  dragon  head  on  the 
hilt.  He  has  a  red  cloak  and  lavender  drapery  over  his  right 
thigh,  on  which  rests  a  gray  helmet  lined  with  dark  blue, 
with  a  pale  yellow  winged  dragon  as  a  crest.  He  grasps  a 
gray  hammer  in  his  right  hand;  a  gray  and  blue  anvil  is 
seen  below  his  left  arm.  Underneath  this  is  blue  drapery, 
partly  covering  a  piece  of  gray  and  brown  classical  armor, 
lined  with  dark  red.  Between  the  two  figures  is  a  cupid, 
holding  a  small  white-feathered  arrow,  and  in  the  back- 


ground on  the  right  are  two  one-eyed  Cyclopes,  one  hold- 
ing a  hammer  with  a  long  handle  over  his  shoulder.  They 
are  partly  concealed  by  a  gray  and  brown  vise,  with  a  long 
pair  of  pincers  behind  it.  Behind  them,  pink  flames  are 
visible,  with  brown  and  gray  rocks  dimly  seen  amid  swirls 
of  gray  and  white  smoke  or  steam.  A  white  dove  is  perched 
on  the  anvil,  two  more  flutter  in  the  clouds  below  Venus, 
and  another  pair  fly  above  her  pale  yellow  and  brown 
chariot  on  the  left.  A  lavender-gray  cushion  with  a  pale 
yellow  tassel  lies  in  the  chariot,  which  is  partly  covered  by 
white  clouds.  Below  Vulcan  is  a  blue  shield  and  a  red 
quiver  with  pink  arrows  and  strap,  tufts  of  a  white  fur 
lining  falling  over  its  mouth,  and  a  pale  yellow  tip.  The  sky 
is  very  pale  blue  and  white,  the  foreground  gray,  with  dull 
pink  passages  on  the  left  under  the  chariot.  The  alentour  is 
the  same  as  57b,  with  slight  variations  in  color.  The  piece 
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is  inscribed  in  dark  brown  immediately  above  the  frame 
on  the  lower  right:  Neilson.  ex. 

In  57d,  the  two  panels  that  flank  the  mirror  are  joined 
by  the  section  of  the  simulated  frame  that  lies  beneath  it, 
which  was  woven  separately.  Each  has  a  large  pink,  gray, 
and  blue  vase  with  dull  yellow  handles,  filled  with  flowers 
and  leaves,  which  stands  on  a  yellow  and  brown  pedestal 
with  rams'  heads  holding  drapery  swags  at  the  upper  cor- 
ners. Except  for  minor  differences  in  color  the  panels  are 
alike,  and  each  vase  and  pedestal  casts  a  red  shadow  on 
the  damask  ground  to  its  right. 

The  overdoor  panels  (57c,  f )  are  identical,  each  show- 
ing a  blue  urn  with  a  yellow  Greek-fret  patterned  band, 
filled  with  flowers  and  leaves.  Other  flowers  fall  on  either 
side  of  a  raised  section  of  the  frame. 

Two  vertical  panels  between  the  windows  and  the  end 
walls  (57g,  h)  have  cascades  of  large  flowers  and  leaves 
hanging  from  yellow  rings. 

Two  narrow  vertical  panels  between  the  doors  and  the 
window  wall  (57^  j)  have  thin  dangling  sprays  of  leaves 
and  red  cherries. 

The  two  narrow  horizontal  panels  above  the  windows 
(57k,  1)  have  architectural  moldings  in  tan  and  brown. 

The  two  sofa  backs  are  the  same,  except  for  differences 
of  coloring,  and  show  a  bunch  of  flowers  tied  with  a  white 
and  gray  ribbon,  flanked  by  horizontal  sprays  of  leaves 
and  flowers,  including  roses,  honeysuckle,  blue  convolvu- 
lus, and  dull  yellow  lilies.  The  sofa  seats  also  have  the  same 
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design,  with  a  central  mass  of  flowers,  including  poppies 
and  hollyhocks,  with  a  detached  branch  of  pink  roses  on 
the  left  and  of  white  daisy-like  flowers  on  the  right,  and  a 
small  stem  of  blue  flowers  isolated  on  the  damask  ground 
to  the  left.  The  two  armrests  on  each  sofa  are  mirror  im- 
ages of  each  other;  each  pair  has  a  different  design  of 
flowers  and  leaves. 

The  six  mounted  chair  backs  have  each  a  different  de- 
sign of  a  bunch  of  flowers  tied  with  a  striped  ribbon.  All 
the  seats  show  a  large  spray  of  leaves  and  flowers  with  two 
stalks  lying  isolated  on  the  red  damask  ground  above 
them,  but  there  are  only  five  designs,  two  of  the  chairs 
(58.75.15  and  .17)  having  the  same  composition.  The  two 
armrests  to  each  chair  are  mirror  images;  six  different 
designs  of  leaves  and  flowers  have  been  used.  The  un- 
mounted chair  back  resembles  the  others,  but  does  not 
duplicate  any  of  them. 

CONDITION 

Narrow  strips  in  neutral  tones  have  been  added  to  the 
sides  of  the  two  end-wall  panels.  The  space  above  the 
mirror  of  57d  has  been  filled  with  an  imitation  of  the 
damask  background  of  the  tapestries.  The  narrow  vertical 
panels  (57^  j)  each  show  a  break  in  the  damask  back- 
ground below  the  bottom  leaf,  and  a  badly  damaged  piece 
has  been  inserted  underneath.  A  few  minor  repairs  are 
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visible  elsewhere.  Some  fading  has  taken  place,  including 
probably  some  pale  blues  in  the  skies  of  the  medallions. 

The  chair  backs  may  have  been  made  in  the  cartouche 
shapes  of  the  extant  cartoons  and  cut  into  ovals  when  they 
were  mounted.  A  subsequent  remounting  caused  slight 
damage  around  the  edges  of  both  backs  and  seats,  which 
was  repaired  when  the  tapestries  were  replaced  on  the 
original  frames  in  1959.  Similar  small  repairs  were  made 
to  the  corners  of  the  sofa  covers.  Some  pieces  are  slightly 
worn.  The  unmounted  chair  back  is  also  slightly  worn  and 
repaired. 


SUBJECT 

The  four  medallion  pictures  are  allegories  of  the  Ele- 
ments, but  were  also  called  Metamorphoses  in  contempo- 
rary documents;2  later  versions  of  the  tapestries  with 
different  subjects  in  the  medallions  lost  sight  of  this  overall 
meaning  entirely.  The  trophies  of  love,  hunting,  and  pas- 
toral music  are  not  connected  with  the  subjects  of  the 
medallions. 

The  subjects  of  the  medallions  of  57a  are  Cephalus  and 
Aurora  and  Vertumnus  and  Pomona.  Aurora,  goddess  of 
the  dawn,  fell  in  love  with  Cephalus,  a  mortal,  who  is  here 
shown  asleep.  Pomona,  goddess  of  gardens,  was  courted 
by  Vertumnus,  god  of  orchards,  in  various  disguises;  he 
won  her  in  the  shape  of  an  old  woman. 

The  medallion  of  57b  tells  the  story  of  Amymone,  who, 
while  out  hunting,  was  attacked  by  a  satyr,  but  was  res- 
cued by  Neptune. 

In  the  medallion  of  57c,  Venus  is  visiting  her  husband, 
Vulcan,  in  his  forge,  to  ask  him  to  make  arms  for  her  son 
Aeneas. 


SOURCE  OF  THE  DESIGNS 

The  medallion  designs  are  after  paintings  by  Boucher. 
Cephalus  and  Aurora,  of  the  same  oval  shape,  is  in  the 
Louvre;  it  is  signed  and  dated  1763 .  The  first  light  of  dawn 
is  seen  between  the  clouds  on  the  left  in  the  painting,  but  is 
not  apparent  in  the  tapestry.  A  drawing  for  Aurora  was  in 
the  Irwin  Laughlin  collection,  Washington.3  Vertumnus 
and  Pomona,  also  an  oval,  signed  and  dated  1763,  is  also 
in  the  Louvre;  the  children  on  the  urn  are  much  more 
clearly  visible.  The  oval  drawing  for  it  is  in  the  Hyde  Col- 


lection, Glens  Falls,  New  York.4  An  upright  drawing  in 
the  Metropolitan  Museum,  from  Mrs.  O'Donnell  Hoo- 
ver's collection,  shows  the  two  main  figures  in  very  similar 
positions  (fig.  41),5  as  does  an  oblong  drawing  formerly  in 
the  Alphonse  Trezel  collection.6  The  treatment  of  the  sub- 
ject for  a  Beauvais  tapestry  in  1757  (79)  is  comparable  to 
the  design  for  the  Gobelins.  Neptune  Rescuing  Amymone 
is  a  horizontal  oblong  painting,  signed  and  dated  1764,  in 
the  palace  at  Versailles;  an  oval  sketch  for  it  is  in  a  private 
collection  in  Paris  and  there  is  a  drawing  for  the  cupid 


FIG.  41.  Vertumnus  and  Pomona,  by  Francois  Boucher.  Drawing. 
MMA,  Gift  of  Mrs.  O'Donnell  Hoover,  i960  (60. 176. z). 


holding  the  reins  of  the  horses.7  Venus  Visiting  Vulcan, 
not  signed,  is  also  at  Versailles;  a  grisaille  sketch  for  it  is  in 
the  Musee  des  Arts  Decora  tifs,  Paris.8  Four  drawings  by 
Boucher,  in  black  and  white  chalk  on  blue  paper,  were  in 
the  marquis  de  Marigny  sale,  1782,  nos.  289,  290.  They 
are  described  as  "PAurore  &  Cephale,"  "la  Colere  de 
Neptune,"  "Venus  demandant  a  Vulcain  des  armes  pour 
Enee,"  and  "Vertumne  &  Pomone";  they  are  presumably 
preparatory  designs  for  the  paintings. 

The  first  mention  of  the  general  scheme  of  the  wall 
hangings  is  in  a  bill  submitted  by  Maurice  Jacques  in  Au- 
gust 1758,  for  two  oil  sketches,  each  "composee  d'une 
bordure  d'ornemens,  de  trois  medaillions  en  ornemens, 
avec  des  festons  et  groupes  de  fleurs  epars  dans  toute 
Petendue  de  Pesquisse,  les  sujets  des  milieux  ont  ete  faits 
ches  M.  Boucher  . . .  lesquelles  esquisses  ont  ete  faites  sur 


Pidee  de  M.  Soufflot."9  An  oil  sketch  with  three  medal- 
lions by  Boucher  is  in  the  Mobilier  National;  it  has  a  pink 
damask  ground.10  There  is  a  large  oblong  central  medal- 
lion and  musical  trophies  hanging  from  the  side  ones,  but 
otherwise  the  arrangement  is  close  to  that  of  the  tapes- 
tries; a  bagpipe,  similar  to  the  one  shown  in  57b  and  c, 
rests  on  the  lower  center  of  the  frame.  The  medallion 
pictures  are  not  those  that  were  eventually  used. 

In  1762,  Jacques's  bill  included  a  painting,  described  as 
"un  tableau  compose,  colorie,  representant  un  Aparte- 
ment  tel  qu'il  doit  etre,  avec  les  teiitures  de  la  tapisserie,  le 
lit,  le  fauteuil  et  le  canape."  This  has  not  survived  and  may 
well  have  been  given  to  Lord  Coventry  in  1763  to  take 
back  to  England;11  his  architect,  Robert  Adam,  billed  him 
in  1764  for  "Altering  the  French  Design  of  the  Tapestry 
Room  in  Colours."  Adam's  own  design  for  the  Tapestry 
Room  shows  wall  coverings  based  on  the  Gobelins 
scheme,  but  altered  to  conform  to  his  classical  style.  Also 
from  1762  are  two  full-scale  designs,  both  in  the  Mobilier 
National,  by  Jacques,  one  including  a  vase  like  that  used 
on  the  overdoors  (57c,  f );  both  show  frames  very  close  to 
the  final  forms  and  bunches  of  flowers  tied  with  ribbons 
very  like  those  in  the  lower  corners  of  the  large  panels. 

On  July  2, 1 764,  Jacques  was  paid  for  six  large  canvases 
of  "la  distribution  et  composition  generale  des  alentours 
de  deux  tentures  nouvelles  des  Elemens  tableaux  ovales  de 
M.  Boucher,"  and  later  in  the  same  year  he  submitted  a  bill 
for  designs  that  can  be  identified  with  the  gallinule  and 
flying  birds  of  57b  and  c,  and  with  the  vase,  the  "enfants 
en  bronze  dore,"  and  "perroquets"  in  the  lower  center  of 
57a.  Another  design,  judging  from  its  dimensions,  was  for 
this  panel  in  its  entirety.  Further  bills  of  1765  and  1766 
include  "un  perroquet  ou  ara  de  proportion  ou  de  gran- 
deur naturelle,"  and  a  "trophee  d'Amour,"  also  for  this 
panel,  a  vase  "pose  sur  une  gaine  antique  ornee  de 
bronze"  for  57d  and  "une  chute  de  fleurs  de  5  pieds  de 
hauteur,"  presumably  for  57g  and  h.12 

The  pheasant  on  the  left  of  57a  is  the  same  bird  seen  in 
the  Elephant  of  the  Nouvelles  Indes  series  of  1740  by 
Desportes,  and  the  gallinule  of  5  7b  and  c  is  from  the  Mon- 
ceaux  of  the  Maisons  toy  ales  series  of  1668,  in  which  the 
birds  were  designed  by  Pieter  Boel.13  One  page  of  his 
drawings  of  birds  in  the  Louvre  (inv.  no.  19389)  includes 
sketches  for  the  gallinule  (fig.  42). 14 

The  first  upholstery  designs  were  for  an  armchair  back 
and  seat  with  flowers  tied  with  a  ribbon  on  a  red  damask 
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ground  and  a  sofa  back  and  seat  ornamented  "de  group- 
pes  et  de  differents  jets  de  fleurs"  by  Jacques  in  1760.  In 
1761,  1763,  and  1767,  Tessier  designed  fifteen  armchair 
backs  and  seats  and  two  sofa  sides;  armrests  are  also  men- 
tioned. The  most  complete  description  is  his  bill  of  1767: 
"fonds  de  damas  cramoisy,  les  dossiers  composes  d'un 
bouquet  de  fleurs  nouees  d'un  ruban,  sur  les  fonds  des 
fleurs  jetees  negligement,  le  tout  convenu  avec  M.  Souf- 


flot."  Two  cartouche-shaped  designs  in  the  Mobilier  Na- 
tional correspond  exactly  with  two  chair  backs  of  57;  one 
shows  the  same  pattern  in  reverse,  and  one  corresponds  to 
the  unmounted  chair  back.  Two  designs  for  armrests  in 
the  same  museum  are  also  the  same  as  two  armrests  of 
5 7. 15  The  designs  for  chair  backs  and  seats  were  num- 
bered in  pairs,  so  that  which  back  went  with  which  seat 
was  determined  in  advance. 


fig.  42.  Poules  sultanes,  by  Pieter  Boel.  Drawing.  Louvre,  Cabinet 
des  Dessins,  Paris  (inv.  no.  19389).  Photo:  Musees  Na- 
tionaux. 


WEAVER  AND  DATE 

Jacques  Neilson,  whose  name  appears  on  57b  and  c, 
was  head  of  the  basse-lisse  workshop  at  the  Gobelins  from 
1750  until  his  death  in  1788.  Weaving  presumably  began 


on  this  set  as  soon  after  August  1763,  when  Lord  Coven- 
try was  in  Paris,  "to  pass  his  time  in  buying  glasses  and 
tapestry,"  as  was  practicable.  The  furniture  covers  could 
have  been  started  at  once,  since  some  designs  were  made, 
as  already  mentioned,  for  damask  ground  upholstery  in 
1760  and  1 76 1,  but  they  were  not  mounted  on  their 
frames  until  1769; 16  the  wall  panels  would  have  had  to 
wait  for  receipt  of  the  dimensions  of  the  earl's  room.  This 
may  not  have  been  until  August  1 764,  when  Lord  Coventry 
was  again  in  Paris  "on  the  old  tapestry  account."  By  June 
1 77 1,  all  the  tapestry  was  installed  at  Croome  Court.17 


RELATED  TAPESTRIES 

Sets  of  wall  panels  and  furniture  covers: 

1.  Three  large  panels,  four  overdoors,  two  narrow 
panels,  and  upholstery  for  twelve  armchairs,  two  sofas, 
and  a  fire  screen,  made  for  William  Weddell  between  1 766 
and  1 77 1,  and  still  in  the  room  for  which  they  were  com- 
missioned at  Newby  Hall,  Yorkshire,  owned  by  Robin 
Compton.18  The  panels  are  set  into  gilded  wood  moldings 
instead  of  being  treated  like  wallpaper;  there  are  none  on 
the  window  wall.  The  ground  is  pale  pink-gray  and  there 
are  other  differences  in  color.  The  two-medallion  piece  is 
on  an  end  wall;  it  has  the  same  vase  in  the  center,  but  lacks 
the  large  birds  and  the  squirrel.  The  fireplace  wall  has 
Venus  Visiting  Vulcan  in  the  medallion  and  the  flying 
birds;  there  is  a  blue  macaw  below.  The  other  end  wall  has 
another  medallion  design  to  represent  Watery  the  bagpipe 
is  seen  below,  but  there  are  no  birds.  Another  type  of  vase 
is  used  on  the  overdoors.  There  are  many  other  small 
differences. 

2.  One  very  large  panel  (later  cut  into  three),  four  nar- 
row wall  panels  with  cascades  of  flowers,  two  upright 
panels  with  vases,  twelve  small  panels,  ten  armchairs,  two 
sofas,  two  banquettes,  two  stools,  and  two  fire  screens, 
made  for  Sir  Lawrence  Dundas  between  1766  and  1775 
for  his  house,  Moor  Park,  Hertfordshire.19  The  wall 
panels,  except  for  ten  of  the  twelve  small  pieces  that  have 
disappeared,  are  at  Aske,  Richmond,  Yorkshire,  owned 
by  the  marquis  of  Zetland.  The  fire  screens,  six  armchairs, 
one  sofa,  and  the  banquettes  are  in  the  Philadelphia  Mu- 
seum of  Art.  One  sofa  and  four  armchairs  are  at  Temple 
Newsam  House,  near  Leeds;  some  pieces  of  the  tapestry 
have  been  used  for  loose  cushions  for  the  sofa.20  The 
damask  backgrounds  are  gray,  the  medallion  pictures  are 

Detail  of  57b 


different,  and  there  are  other  major  alterations  in  the  de- 
signs. 

3.  Four  large  wall  panels,  made  between  1772  and 
1776,  two  sofas,  twelve  armchairs,  a  fire  screen,  and  a 
sixfold  large  screen,  made  between  1776  and  1779  for 
Louis  XVI  and  given  by  him  to  his  brother-in-law  the 
emperor  of  Austria.  They  are  now  in  the  Austrian  National 
Collection;  the  armrests  of  the  chairs  have  not  survived.21 
Vertumnus  and  Pomona  and  Cephalus  and  Aurora  ap- 
pear in  two  of  the  medallions,  but  the  others  have  different 
subjects.  The  alentours  are  of  a  more  elaborate  design, 
with  a  dark  band  inside  the  simulated  frame.  The  chair 
backs  are  cartouche  shaped. 

4.  Four  wall  panels,  a  set  of  bed  hangings,  twelve  arm- 
chairs, two  bergeres,  a  tall  screen,  and  a  fire  screen  were 
made  for  the  prince  de  Conde  about  1770.  The  panels  are 
in  the  Louvre;22  the  bed  hangings  and  other  upholstery 
belonged  to  the  dukes  of  Cumberland  in  the  nineteenth 
century,  of  which  the  bedspread,  fond  de  lit,  and  a  small 
piece  are  in  the  Louvre  and  upholstery  for  six  armchairs  is 
in  the  Rijksmuseum,  Amsterdam.23  The  remainder  of  the 
upholstery,  mounted  on  twenty-one  modern  furniture 
frames,  was  sold  at  Parke-Bernet,  New  York,  May  8, 
1 97 1  (no.  232,  part  illus.).  The  medallion  pictures  on  the 
panels  include  Cephalus  and  Aurora  and  Vertumnus  and 
Pomona,  with  two  other  subjects;  the  alentours  are  of  a 
second,  more  elaborate  type. 

5 .  A  large  two-medallion  panel,  three  single-medallion 
panels,  eleven  smaller  panels,  eight  chair  seats,  and  a  sofa 
seat  were  made  in  1775-76  for  Robert  Child  and  are  now 
in  the  room  for  which  they  were  made  at  Osterley  Park, 
Middlesex,  owned  by  the  National  Trust.  The  two- 
medallion  piece  shows  Vertumnus  and  Pomona  and 
Cephalus  and  Aurora,  and  one  of  the  single  medallions 
has  Venus  Visiting  Vulcan;  the  subjects  of  the  other  me- 
dallions are  different.  The  alentours  are  of  an  extremely 
elaborate,  third  type.  The  chair  backs  and  sofa  back  have 
designs  of  children.24 

6.  Three  large  panels,  three  overdoors,  and  upholstery 
for  a  settee,  twelve  armchairs,  a  large  twofold  screen,  and 
a  fire  screen  were  made  in  1783  for  the  duke  of  Portland 
for  a  room  at  Welbeck  Abbey,  Nottinghamshire.  The 
house  is  now  an  army  school,  but  the  tapestries  are  said  to 
be  still  in  situ.  The  medallions  show  scenes  from  the  story 
of  Sylvia  and  Amintus.  The  alentours  are  of  another  type, 
with  simpler,  classical  simulated  frames,  but  with  a 
greater  wealth  of  flowers  and  birds.  The  armchairs  have 


oval  backs  and  the  screen  panels  are  also  ovals.25 
Sets  without  furniture  upholstery: 

1.  Three  large  panels  and  three  overdoors  (all  alike) 
were  made  for  Sir  Harry  Bridgeman  between  1766  and 
1 77 1  and  are  in  another  room  in  the  house  for  which  they 
were  made,  Weston  Park,  Shropshire,  owned  by  the  earl 
of  Bradford.26  The  subject  of  the  Water  medallion  is  dif- 
ferent, there  are  trophies  hanging  on  either  side  of  the 
Venus  Visiting  Vulcan  medallion,  and  the  overdoor  vases 
are  of  another  type.  The  two-medallion  panel  on  the  fire- 
place wall  is  very  similar  to  the  Croome  Court  example, 
though  it  is  much  shorter,  so  that  the  decoration  around 
the  mantelpiece  is  simpler;  the  gallinule  from  57b  and  c 
appears  on  the  left  and  a  crane  on  the  right. 

2.  Eight  large  panels  were  made  between  1775  and 
1 776  for  Louis  XVI.  Four,  with  medallions  of  Venus  Visit- 
ing Vulcan,  Cephalus  and  Aurora,  Vertumnus  and  Po- 
mona, and  two  other  subjects,  were  given  by  the  king  to 
the  grand  duke  Paul  Petrovitch  of  Russia  (later  czar)  in 
1782;  they  were  in  the  Pavlovsk  Palace,  near  Leningrad, 
until  after  19 18,  and  are  in  the  J.  Paul  Getty  Museum, 
Malibu.27  The  other  four  panels  were  given  by  the  king  to 
Prince  Henry  of  Prussia  in  1784.  Two  of  these  were  in  the 
Porges  sale,  Galerie  Georges  Petit,  Paris,  June  18,  1924 
(nos.  243,  244,  illus.);  one  has  medallions  with  Cephalus 
and  Aurora  and  another  subject,  the  other,  Neptune  and 
Amymone.  The  latter  was  sold  at  the  Galerie  Charpentier, 
Paris,  May  28,  1954  (no.  145,  illus.),  and  by  Sotheby's  at 
the  Palazzo  Capponi,  Florence,  May  22-24,  I973  (no- 
79,  illus.).  The  two  remaining  panels  have  medallions  with 
subjects  not  in  57  and  are  in  the  Rijksmuseum,  Amster- 
dam; the  alentours  are  of  the  third  type.28  The  grand  duke 
also  asked  for  a  set  of  Pastorals  on  a  yellow  instead  of  a 
crimson  ground;  the  king  authorized  this  and  ordered  also 
a  set  of  furniture  in  the  same  taste  as  that  given  to  the 
Austrian  emperor.29 

3.  Ten  panels  of  the  medallions  only,  without  alen- 
tours, were  made  in  1778-79  for  Roux  and  Lambert  of 
Lyon.  Vertumnus  and  Pomona,  Neptune  Rescuing  Amy- 
mone, and  Venus  and  Vulcan,  with  three  others,  belong  to 
the  Wiirttemberg  State  Collection.30  Two  similar  panels, 
one  with  Vertumnus  and  Pomona,  inscribed  "Neilson  ex 
1778,"  are  owned  by  Baron  Guy  de  Rothschild  and  were 
formerly  at  the  Chateau  de  Ferrieres.  They  are  upright 
oblongs. 

4.  Five  large  panels  were  made  between  1783  and  1786 
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for  Louis  XVI.  Three  are  in  the  Mobilier  National;  one 
has  medallions  of  Vertumnus  and  Pomona  and  Cepbalus 
and  Aurora,  the  other  two  have  single  medallions  with 
other  subjects.  One  was  destroyed  by  a  fire  at  the  Gobelins 
in  1 87 1.  The  ground  is  a  simulated  yellow  damask;  the 
alentours  are  of  the  third  type.31 

Several  panels  on  a  red  damask  ground  were  made  be- 
tween 1788  and  1792.  One  with  Vertumnus  and  Pomona 
from  the  collection  of  Lord  Iveagh  and  Sir  Walter  Guin- 
ness, London,  was  owned  in  New  York  in  1980;  it  is 
marked  "Neilson  ex.  1788"  (the  year  of  his  death).32  One 
with  two  medallions  is  in  the  Mobilier  National33  and 
three  are  in  the  Liria  Palace,  Madrid,  owned  by  the  duke 
of  Alba;  they  have  medallions  of  Neptune  and  Amymone, 
Venus  and  Vulcan,  and  Cepbalus  and  Aurora  (signed 
"Cozette  fils  1791").  The  alentours  are  of  the  third  type.34 
Others  are  in  the  duke's  house  in  Seville. 

Boucher's  medallions  were  adapted  by  Maurice  Jacques 
in  1772  to  form  the  centers  of  a  series  of  four  designs 
known  as  the  Nouvelle  Tenture  des  Elemens;  they  are  not 
known  to  have  been  woven  full-scale  before  the  late  nine- 
teenth century,  but  a  set  after  smaller  versions  of  the  de- 
signs was  made  in  1779.  It  was  owned  by  C.  Grout,  Paris, 
in  1900.  The  nineteenth-century  set  of  the  Nouvelle  Ten- 
ture included  Vertumnus  and  Pomona  and  Cepbalus  and 
Aurora,  both  woven  1894-96  and  owned  by  Maurice 
Fenaille  in  19 12.  Neptune  Rescuing  Amymone,  woven 
1900—04,  was  given  to  the  empress  of  Russia  in  1909. 35 
The  cartoons  are  in  the  Louvre.36  Reversed  versions  of 
Cepbalus  and  Aurora  and  Vertumnus  and  Pomona  were 
in  the  J.  R.  De  Lamar  sale,  American  Art  Association,  New 
York,  November  20-22,  1919  (nos.  438,  439,  illus.), 
when  they  were  described  as  having  been  especially  woven 
at  Aubusson  for  their  late  owner. 

The  red  damask  background  was  also  used  by  the 
haute-lisse  weaver  Cozette  for  a  set  of  the  Four  Seasons 
made  in  178 1  for  the  prince-bishop  of  Liege  and  now  in 
the  National  Gallery  of  Art,  Washington.37 

Furniture  upholstery  without  wall  panels: 

1.  Upholstery  for  two  sofas  and  twelve  armchairs  was 
bought  by  the  duchesse  d'Enville  in  1768/69  and  was  in 
the  Chateau  de  la  Roche-Guyon  in  19 24. 38  A  sofa  and  six 
armchairs  from  this  set  were  sold  at  the  Palais  Galliera, 
Paris,  June  16,  1967  (no.  D,  settee  and  two  armchairs 
illus.),  and  are  now  in  the  Louvre.39  The  other  sofa  and  six 


armchairs  were  in  the  Roche-Guyon  sale,  Palais  Galliera, 
June  8,  1 97 1  (no.  A,  sofa  and  two  armchairs  illus.).  The 
chair  backs  are  cartouche  shaped.  The  flowers  throw 
shadows  on  the  red  damask  ground,  as  they  do  in  at  least 
some  of  the  painted  designs,40  suggesting  that  this  may 
have  been  the  first  set  woven,  as  none  of  the  other  exam- 
ples have  this  feature.  The  frames  are  signed  by  Nicolas 
Heurtaut  (master  1755). 

2.  Upholstery  for  two  sofas  and  twelve  armchairs,  given 
to  the  king  of  Sweden  in  1784  to  accompany  a  set  of  Don 
Quixote  tapestries  on  a  red  damask  ground,  in  the  Swed- 
ish Royal  Collection.41  The  chair  backs  have  oblong, 
much  curved  shapes. 

3.  Upholstery  for  a  sofa  and  twelve  armchairs  made  for 
the  baron  de  Breteuil  to  accompany  a  set  of  Don  Quixote 
tapestries  on  a  yellow  damask  ground  has  not  been  identi- 
fied,42 unless  the  furniture  covers  sold  in  Paris  in  1956  or 
1968  belong  to  it. 

4.  Upholstery  with  a  red  damask  ground  for  twelve 
armchairs  was  made  in  1786— 87  for  the  prince-archbishop 
of  Salzburg  and  is  in  the  Residenz  of  that  city.  It  is  now 
mounted  on  nine  armchairs  and  a  sofa.  Both  backs  and 
seats  are  square;  three  of  each  have  been  used  to  cover  the 
sofa. 

5.  Upholstery  with  a  yellow  damask  ground  for  two 
sofas,  twelve  armchairs,  and  a  screen  was  given  to  the 
archduke  Ferdinand,  governor  of  Austrian  Italy,  in  1785, 
to  accompany  a  set  of  Don  Quixote  tapestries.  It  was  in 
the  royal  villa  of  La  Petraia,  near  Florence,  in  1 8 68. 43  Two 
armchairs  and  a  sofa,  tentatively  identified  as  part  of  this 
set,  were  lent  by  a  private  collector  to  the  exhibition 
France  in  the  Eighteenth  Century  at  the  Royal  Academy  of 
Art,  London,  in  1968  (cat.  nos.  838—40,  figs.  374  [chair], 
375  [sofa] ).  They  had  been  owned  previously  by  the  du- 
chesse d'Uzes,  Chateau  de  Dampierre.  The  chair  frames 
are  horseshoe  shaped;  the  damask  ground  is  red,  not 
yellow. 

Three  sets,  two  of  two  sofas  and  twelve  armchairs  on  a 
red  damask  ground,  the  other  of  a  sofa  and  six  armchairs 
on  a  yellow  damask  ground,  are  recorded  as  stored  at  the 
Gobelins  in  1788,  1789,  and  1792.44  One  of  the  red  sets 
may  be  identical  with  a  sofa  and  eleven  armchairs  owned 
by  Maurice  Fenaille  in  1907,  with  the  twelfth  armchair  in 
the  Louvre.  The  chairs  have  oval  backs;  the  Louvre  exam- 
ple is  signed  by  Jean  Baptiste  III  Le  Large  (1743— 1802, 
master  1775). 45 


398 


Several  other  sets  and  individual  pieces  of  furniture 
have  been  recorded.  The  following  have  red  damask 
grounds: 

Armchair  sold  by  the  Seligmann  family  at  Sotheby 
Parke  Bernet  Monaco,  June  14, 15,  198 1  (no.  69,  illus.). 
The  back  is  nearly  square,  rounded  at  top  and  bottom.46 

Confidente  settee  and  six  armchairs  in  the  duke  of 
Hamilton's  sale,  Christie's,  July  18,  1882  (nos.  1902, 
1903,  settee  illus.;  the  two  lots  had  different  purchasers). 
The  settee  covers  are  in  the  Gulbenkian  Collection,  Lis- 
bon,47 but  not  on  their  original  frames. 

Two  sofa  armrest  covers  are  in  a  New  York  private 
collection;  one  repeats  a  design  found  in  57. 

A  chair  back  mounted  as  a  fire  screen  was  sold  at  Soth- 
eby's, London,  June  25, 1982  (no.  65,  illus.). 

Yellow  damask  grounds:48 

Two  sofas  and  twelve  armchairs  sold  at  the  Galerie 
Charpentier,  Paris,  June  12, 1956  (no.  98,  two  chairs  and 
a  sofa  illus.).  The  chair  backs  have  three  straight  sides  and 
curved  tops. 

Four  armchairs  sold  at  the  Palais  Galliera,  Paris,  Octo- 
ber 22,  1968  (no.  166,  two  illus.).  The  frames  are  signed 
"Noel  Baudin." 

Blue  damask  grounds: 

Two  sofas,  four  bergeres,  eight  armchairs,  and  four  side 
chairs,  in  the  Baron  L.  d'lvry  sale,  Galerie  Georges  Petit, 
May  7—9,  1884  (no.  307,  one  sofa  illus.).  The  frames  are 
signed  "L.  C.  Carpentier"  and  were  made  about  1770. 
Half  of  this  set  (one  sofa,  two  bergeres,  four  armchairs, 
and  two  side  chairs)  are  now  in  the  Louvre.49 

Six  armchairs  were  owned  by  the  Munich  dealer  Bern- 
heimer  in  198 1  and  four  with  frames  by  J.  J.  Pothier  (mas- 
ter 1750)  were  sold  at  Christie's,  London,  December  9, 
1982  (no.  39,  one  illus.). 

White  damask  ground: 

Tessier  submitted  a  bill  for  designs  for  two  sofa  arm- 
rests on  a  white  damask  ground  in  177 3. 50 
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Fenaille.  Gobelins,  vol.  4,  pp.  226-304  (account  of  series  of 
wall  panels,  describing  all  sets,  reproducing  early  documents, 
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1.  A  French  eighteenth-century  bagpipe,  or  musette,  of  this  type  is  in 
the  Royal  College  of  Music,  London  (Anthony  Baines,  European 
and  American  Musical  Instruments  [New  York,  1966]  no.  497, 
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15.  Dauterman,  Parker,  and  Standen,  Decorative  Art,  pp.  17,  54,  56, 
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16.  Dauterman,  Parker,  and  Standen,  Decorative  Art,  p.  38. 

17.  Dauterman,  Parker,  and  Standen,  Decorative  Art,  pp.  9, 18, 19. 
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50.  Fenaille,  Gobelins,  vol.  4,  p.  404. 
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58  Upholstery  panels 

Pair  of  panels 


French  (Paris);  designed  probably  by  Maurice  Jacques  (1712— 
1784),  and  woven  at  the  Gobelins  manufactory,  about 
1760—80. 

Silk  and  wool. 

2  ft.  1 V2  in.  x  1  ft.  10V4  in.  (65  cm  x  57  cm). 
24—26  warps  per  inch,  9—1 1  per  centimeter. 
Gift  of  Ann  Payne  Blumenthal,  1943  (43.163.17  [58a]; 
43.163.18  [58b]). 

DESCRIPTION 

Both  panels  show  bunches  of  flowers  and  leaves  on  a 
cream  ground,  surrounded  by  dark  pink.  The  center  field 
is  outlined  by  scrolling  leafy  forms  in  shades  of  pale  green, 
yellow,  and  brown;  intertwined  with  these  is  a  garland  of 


pale  and  dark  blue  flowers  and  pale  green  leaves.  Both 
pieces  are  largely  carried  out  in  silk. 

On  58a,  the  central  bunch  of  flowers  has  large  pink  and 
red  roses  at  the  base,  pink  roses  and  rosebuds  at  either 
side,  and  a  large  wide-open  tulip  on  the  upper  right  in 
pink,  browns,  and  dull  yellow.  Other  yellow,  pink,  and 
multicolor  flowers  are  seen.  The  stalks  and  leaves  are  in 
shades  of  blue,  yellow,  brown,  and  pale  green. 

On  58b,  the  flowers  at  the  base  of  the  bunch  are  scarlet 
poppies,  those  in  the  center,  blue  and  pale  lavender  lilacs. 
Other  flowers  are  in  shades  of  blue,  red,  yellow,  and  pink. 
The  stalks  and  leaves  are  in  shades  of  green,  brown,  and 
yellow. 


CONDITION 

Both  pieces  are  faded,  58a  to  a  greater  extent  than  58b, 
and  the  light  ground  has  darkened.  58b  has  small  areas  of 
repair  and  small  added  triangles  at  three  of  its  corners. 

USE 

The  dimensions  of  the  panels  are  more  consistent  with 
those  of  chair-back  covers  woven  at  this  period  at  the 
Gobelins  than  with  those  of  screens,  which  are  usually 
taller;  the  standard  size  of  the  latter  seems  to  have  been 
three  by  two  pieds  (about  3  ft.  2V2  in.  x  2  ft.  1V2  in.;  see 
59). 1  Chair  backs  were  only  slightly  taller  than  they  were 
wide. 

SOURCE  OF  THE  DESIGNS 

The  set  of  furniture  upholstery  known  from  the  records 
that  corresponds  most  closely  to  58  was  designed  by 
Jacques  and  woven  by  Neilson  for  the  marquis  de 
Marigny  in  1757—59.  Jacques  described  the  covers  for 
twelve  chairs  as  having  "differents  jets  de  fleurs  colories 
avec  bordures  d'ornemens,  entrelassees  de  petites  fleurs," 
and  Soufflot  wrote  to  the  marquis  that  he  had  ordered 
Neilson  to  make  the  backgrounds  bluish  white  which 
"fera  briller  les  fleurs  et  s'accordera  avec  la  boiserie  de  la 
chambre  dont  le  fonds  sera  blanc  verni  et  les  moulures 
dorees  ainsi  que  le  bois  des  fauteuils." 
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Another  set  of  ten  chair  covers  designed  by  Jacques  in 
1760  is  described  as  having  "differents  groupes  de  fleurs 
dans  les  milieux  renfermes  d'une  petite  bordure  de  fleurs," 
suggesting  that  the  borders  were  of  flowers  only,  without 
scrolls.  After  this  date,  the  furniture-cover  designs  have 
damask  backgrounds  (see  57),  except  for  a  group  painted 
by  Jacques  in  1768,  which  included  a  screen  of  "diffe- 
rentes  fantaisies,  orne  de  fleurs,"  the  floral  surround  for 
various  chair  backs,  described  as  "une  bordure  tres  orne 
en  fleurs  pour  servir  a  different  dossiers  de  fauteuils,"  and 
another  screen  with  "fleurs  et  autres  accessoires";  none  of 
these  descriptions  seems  close  to  58.  The  furniture-cover 
designs  by  Louis  Tessier  from  1761  to  1777  appear  to 
have  all  had  damask  grounds,2  rather  than  the  plain 
grounds  of  58.  A  cartoon  for  a  chair  back  in  the  Mobilier 
National,  attributed,  however,  to  Tessier  (fig.  43),  shows 
the  design  of  58b,  not  reversed;3  two  other  cartoons  for 
the  chair  backs  and  four  for  the  seats  of  this  series  are  also 


in  the  Mobilier  National,  where  they  are  attributed  to 
Louis  Tessier. 

WEAVER  AND  DATE 

So  many  closely  related  panels  are  signed  by  Jacques 
Neilson  that  58a  and  b  were  probably  woven  in  his  work- 
shop during  the  period  when  he  was  extremely  active  in 
producing  upholstery  material.  The  fact  that  58b  is  not  in 
the  opposite  direction  from  its  cartoon  indicates  that  it 
was  woven  by  Neilson's  method,  used  after  1752,  in 
which  the  cartoon  is  not  reversed;  several  chair  backs 
known  to  have  been  woven  by  Neilson,  head  of  the  basse- 
lisse  workshop,  are  also  in  the  same  direction  as  their 
cartoons.4 

RELATED  TAPESTRIES 

Two  chair  backs  in  a  set  of  ten  armchairs  and  two  set- 
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tees  in  the  National  Gallery  of  Art,  Washington  ( Widener 
Collection),  repeat  the  designs  of  58.  The  design  of  the 
settee  backs  is  the  same  as  that  of  a  settee  in  the  Mme 
d'Yvon  sale,  Galerie  Georges  Petit,  Paris,  May  30-June  4, 
1892  (no.  668,  illus.),  so  that  the  designs  of  58  are  very 
probably  to  be  found  on  two  of  the  ten  chairs  that  were 
also  in  this  sale.5 

A  piece  for  a  fire  screen  with  almost  the  same  design  as 
58a  was  in  the  collection  of  George  and  Florence 
Blumenthal  in  1930.  On  it  the  bouquet  was  lengthened  by 
the  addition  of  more  flowers  and  leaves  and  the  surround- 
ing scrollwork  has  straight  sides;  it  is  signed  "Neilson."6 
An  unsigned  piece  in  the  Alfred  Sussman  sale,  Galerie 
Georges  Petit,  Paris,  May  18,  19,  1922  (no.  113,  illus.), 
though  then  mounted  as  a  screen,  may  be  another  chair 
back  from  the  same  set  as  58  or  as  the  d'Yvon  or  the 
Washington  furniture;  the  bouquet  is  different,  but  the 
border  and  the  dimensions  are  the  same. 

A  variation  of  the  design  is  represented  by  screen  panels 
in  the  Louvre,  the  Victoria  and  Albert  Museum,  and  the 
Huntington  Art  Gallery,  San  Marino;  the  scrollwork  is 
double  at  the  base,  extending  downward  at  each  side  like 
the  legs  of  a  chair.7  All  are  signed  "Neilson,"  as  are  exam- 
ples sold  at  Parke-Bernet,  New  York,  March  1, 1947  (no. 
103,  illus.),  and  at  Sotheby's,  London,  April  11, 1975  (no. 
29,  illus.),  and  January  21,  1977  (no.  6). 8  Another  type 
shows  the  bouquet  rising  from  a  basket;  an  example  is  at 
Aske  Hall,  Yorkshire,  owned  by  the  marquis  of  Zetland,9 
and  another  was  in  the  Baroness  Burton  sale,  Christie's, 
London,  November  22-24,  195°  (no-  3I9>  illus.).  Both 
are  signed  by  Neilson.  An  unsigned  version  was  in  the 
George  Blumenthal  sale,  Galerie  Georges  Petit,  Paris,  De- 
cember 1,  2,  1932  (no.  148,  illus.),  sold  again  at  Parke- 
Bernet,  February  20,  22, 1941  (no.  184,  illus.).  The  screen 
panels  made  to  accompany  sets  of  damask-ground  uphol- 
stery show  bouquets  tied  with  wide  ribbons  and  have  no 
surrounding  scrolls  and  flowers;  examples  are  on  screens 
at  Newby  Hall,  Yorkshire,  owned  by  Robin  Compton,10 
in  the  Philadelphia  Museum  of  Art,11  and  in  the  Austrian 
National  Collection.12  The  last  is  signed  by  Neilson.  A 
very  small  bunch  of  flowers  tied  with  a  narrow  ribbon  was 
in  the  Blumenthal  sale  (no.  190,  illus.)  and  is  now  in  the 
Cleveland  Museum  of  Art; 13  it  is  entirely  of  silk  and  signed 
by  Neilson.  A  chair  back  with  a  bunch  of  flowers,  but  no 
ribbon,  and  a  very  simple  border  on  a  light  ground  is  in  the 
Musee  des  Arts  Decoratifs,  Paris.14  Sets  of  furniture  up- 


holstery with  flowers  on  white  grounds  are  recorded  at  the 
Gobelins  manufactory  from  i78itoi787.15 

HISTORY 

In  the  collection  of  George  and  Florence  Blumenthal,  New 

York.  Probably  acquired  after  1930. 
Given  to  the  MMA  by  Ann  Payne  Blumenthal,  1943. 

EXHIBITION 

New  York,  MMA,  1943.  Masterpieces  in  the  Collection  of 
George  Blumenthal,  a  Special  Exhibition.  Not  in  catalogue. 
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don, 1930)  no.  83,  pi.  46;  Robert  R.  Wark,  French  Decorative  Art 
in  the  Huntington  Collection  (San  Marino,  Calif.  1961)  p.  70,  fig. 
14.  The  design  was  also  used  at  the  Savonnerie  manufactory 
(Madeleine  Jarry,  "Savonnerie  Panels  and  Furnishing  Materials  of 
the  Seventeenth  and  Eighteenth  Centuries,"  Connoisseur  170 
[1969]  p.  218,  fig.  10). 

8.  Perhaps  the  piece  owned  by  Maurice  Fenaille  in  1937  {Les  Belles 
Tentures  de  la  Manufacture  Roy  ale  des  Gobelins  1662— 1792,  exh. 
cat.,  Musee  des  Gobelins  [Paris,  1937]  no.  51,  not  illus.)  or  one 
owned  by  Earl  Cadogan  in  1930  (Catalogue  of  the  Jones  Collec- 
tion, no.  83). 

9.  Eileen  Harris,  "The  Moor  Park  Tapestries,"  Apollo  86  (1967)  p. 
186,  fig.  4. 

10.  Christopher  Hussey,  "Newby  Hall — III,  Yorkshire,"  Country  Life 
81  (June  26, 1937)  p.  715,  illus.  (seen  in  the  drawing  room). 

11.  Harris,  "Moor  Park,"  fig.  5. 

12.  H.  Schmitz,  "The  Vienna  Collection  of  Tapestries,"  in  The  Tapes- 
tries of  the  Vienna  Imperial  Court  (Vienna,  1922)  pi.  38. 

13.  Catalogue  of  the  Elisabeth  Severance  Prentiss  Collection,  Cleve- 
land Museum  of  Art  (Cleveland,  1944)  P-  65,  no.  47,  pi.  xxx. 

14.  Van  Gotiek  tot  Empire,  Franse  meesterwerken  uit  het  Musee  des 
Arts  Decoratifs  te  Parijs,  exh.  cat.,  Rijksmuseum  (Amsterdam, 
1957)  no.  68. 

15.  Fenaille,  Gobelins,  vol.  4,  p.  409. 
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59  Boy  with  a  Bagpipe 

French  (Paris);  the  figure  designed  by  Francois  Boucher  about 
1750;  woven  in  the  basse-lisse  workshop  of  Jacques  Neilson 
at  the  Gobelins  manufactory  about  1750-88. 

Weaver's  name. 

Silk  and  wool. 

2  ft.  8  in.  x  2  ft.  1  in.  (81  cm  x  64  cm). 

22-25  warps  per  inch,  9-10  per  centimeter. 

Gift  of  the  Samuel  H.  Kress  Foundation,  1958  (58.75.38). 

DESCRIPTION 

A  young  boy  wearing  a  pale  yellow  hat  with  a  blue 
ribbon,  a  pale  pink  coat,  red  belt,  pale  yellow  breeches, 
and  blue  leggings  holds  a  red  and  blue  bagpipe  (a  musette) 
as  he  leans  on  a  stone  pedestal.  A  vase  of  orange  and  blue 
flowers  stands  on  the  pedestal  and  a  flowerpot  on  a  pale 
brown  table  beside  it.  At  the  boy's  feet  is  an  overturned 
pale  brown  and  yellow  basket  and  a  watering  can  in  the 
same  colors  stands  at  the  lower  right.  A  landscape  with  a 
fence  and  trees,  in  tones  of  green,  brown,  and  yellow, 
forms  the  background  on  the  right.  The  foreground  is  in 
pale  brown  and  yellow.  The  sky  is  pale  blue  above,  pale 
yellow  below.  The  scene  is  surrounded  by  a  simulated 
carved  frame  in  dull  yellow,  blue,  lavender,  and  other 
pastel  shades,  partially  wreathed  with  flowers  and  foliage 
in  red,  blue,  yellow,  and  green.  The  ground  is  crimson, 
with  a  darker  shade  below.  The  panel  is  inscribed  in  dull 
yellow  in  the  lower  right:  Neilson  ex.  It  is  woven  almost 
entirely  in  silk. 

CONDITION 

There  are  a  number  of  small  repairs,  and  the  colors, 
except  for  the  reds  and  blues  and  the  dark  tones  of  the 
face,  are  considerably  faded. 

SUBJECT 

The  French  title  is  Petit  Joueur  de  cornemuse,  but  the 
instrument  is  more  properly  called  a  musette. 1 

The  design,  here  adapted  as  a  panel  for  a  fire  screen,  is 
usually  found  as  a  chair  back.  Other  single  figures  used  in 
sets  in  which  this  design  appears  are  a  little  girl  with  a 
basket  of  flowers  {Petite  Fille  portant  une  corbeille  de 


fleurs),  a  little  boy  holding  two  birds  {Petit  Oiseleur),  a 
little  girl  with  a  hanging  birdcage  {Petite  Fille  a  la  cage),  a 
little  boy  in  a  vineyard  {Petit  Vendangeur),  a  little  girl  with 
a  basket  of  fruit  ( Jeune  Fille  portant  des  fruits),  a  little  girl 
gardener  {Petite  Jardiniere),  a  little  girl  holding  a  birdcage 
{Petite  Fille  a  la  cage  or  Petite  Oiseliere),  a  shepherdess 
{Petite  Bergere),  a  little  boy  with  a  bird's  nest  in  his  hat 
{Petit  Denicbeur  des  merles),  a  little  boy  fishing  {Petit 
Pecbeur),  a  little  girl  with  a  tambourine  {Petite  Danseuse), 
a  boy  playing  a  bagpipe  to  a  dog,  a  young  girl  with  a  music 
book  on  her  lap,  a  shepherdess  making  a  wreath,  a  boy 
fishing,  a  little  girl  with  an  apron  full  of  flowers  about  to 
cross  a  brook,  and  a  girl  feeding  a  cock,  hen,  and  chickens. 
The  group  is  known  as  the  Enfants  de  Boucher. 

Other  Boucher  designs  with  pairs  of  children  are  some- 
times associated  with  this  series. 
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SOURCE  OF  THE  DESIGN 

The  attribution  of  the  design  for  the  figure  to  Francois 
Boucher  is  supported  by  the  existence  of  a  Vincennes- 
Sevres  porcelain  figure  he  Joueur  de  musette;  the  model 
was  created  in  1752,  attributed  to  Blondeau  after  a  draw- 
ing by  Boucher.  The  figure  is  reversed,  the  boy  has  no  hat, 
there  are  no  ribbons  on  the  bagpipe,  and  the  basket  is 
almost  covered  with  grapes,  but  the  pose  and  costume  are 
the  same.  The  frame  and  flowers  of  the  tapestry  are  pre- 
sumably designed  by  a  Gobelins  artist  such  as  Maurice 
Jacques  or  Louis  Tessier. 

In  1792,  the  Gobelins  inventory  listed  "31  petit  ta- 
bleaux representant  des  Jeux  d'Enf ans,  tant  originaux  que 
copies"  among  its  modeles  by  Boucher.  Five  of  these  exist: 
the  Petite  Fille  a  la  cage  (holding  the  birdcage),  Petite 
Jardiniere,  Petite  Danseuse,  Petit  Pecheur,  and  Petite 
Oiseliere  (with  the  hanging  birdcage).2  A  painting  for  the 
Boy  Playing  a  Bagpipe  to  a  Dog  is  in  the  Museum  of  Fine 
Arts,  Boston,  attributed  to  Boucher,3  and  that  for  the  Girl 
Feeding  Chickens,  signed  and  dated  1769,  was  owned  by 
the  dealer  Wildenstein  in  1977.4  The  Petite  Danseuse  and 
the  girl  with  a  music  book  were  also  used  as  figures  in 
Boucher's  panels  supposedly  painted  for  Mme  de 
Pompadour's  chateau  at  Crecy  about  1750-53,  now  in 
the  Frick  Collection,  New  York.5  Five  chair  backs  (in  a  set 
of  ten)  in  the  Huntington  Art  Gallery,  San  Marino,  repro- 
duce other  figures  from  the  Crecy  panels.6 

WEAVER  AND  DATE 

As  the  Boucher  design  was  copied  as  a  model  for  porce- 
lain in  1 7  5  2,  it  is  probable  that  it  was  reproduced  in  tapes- 
try at  about  the  same  date.  Neilson's  name  shows  that  59 
was  made  in  his  basse-lisse  workshop  at  the  Gobelins  be- 
fore his  death  in  1788. 

RELATED  TAPESTRIES 

The  design  is  usually  found  as  a  chair  back,  surrounded 
by  a  wreath  of  flowers  only.  One  example  is  in  a  set  of  six 
armchair  backs  in  the  Rijksmuseum,  Amsterdam;7  they 
were  once  mounted  on  chairs  made  for  the  duke  of 
Ancaster  for  Grimsthorpe  Castle,  Lincolnshire,  in  175 1— 
52.  Though  they  are  not  recorded  as  on  these  chairs  until 
18 13,  they  were  probably  the  original  upholstery.8  An- 
other example  is  in  the  Residenz  Museum,  Munich,  in  a 


set  of  coverings  for  ten  chairs,  a  settee,  and  a  fire  screen; 
Neilson's  name  is  found  on  this  set.9  The  version  of  a  chair 
back  formerly  in  the  collection  of  Sir  George  Cooper,10 
sold  at  Christie's,  December  1,  1966  (no.  95,  illus.),  is 
shorter  and  wider  than  59;  there  is  another  flowerpot  on 
the  table  and  the  surrounding  framework  is  replaced  by  a 
wreath  of  flowers,  leaves,  and  fruit  tied  with  blue  ribbons. 
The  set  contains  upholstery  for  six  armchairs,  two  ber- 
geres,  a  settee,  and  a  fire  screen.  One  seat  cushion  for  a 
bergere  is  signed  "F.  Boucher  Px"  and  an  inside  panel  of 
an  arm  is  marked  "Neilson."  A  chair  with  the  design  of  59 
on  the  back  was  in  the  Chateau  de  B  .  .  .  sale,  Hotel 
Drouot,  Paris,  April  26,  1900  (no.  1,  illus.);  three  legs  of 
the  table  are  visible  and  there  is  a  surrounding  garland;  the 
set  consists  of  six  armchair  backs.  Another  was  in  the  Lord 
Michelham  sale,  Hampton  &  Sons,  London,  November 
23,  1926  (no.  198,  illus.),  in  a  set  of  coverings  for  six 
chairs,  a  settee,  and  a  fire  screen.  An  example  with  an 
extremely  elaborate  border,  set  into  a  modern  fire  screen 
frame  and  with  another  small  tapestry  panel  below,  that 
was  in  the  Mary  Adelaide  Yerkes  sale,  American  Art  Gal- 
leries, New  York,  February  19—21, 1912  (no.  600,  illus.), 
and  the  George  A.  Hearn  sale,  American  Art  Association- 
Anderson  Galleries,  New  York,  May  5,  1932  (no.  163, 
illus.),  is  signed  "Neilson." 

Of  the  companion  figures,  the  Girl  with  a  Flower  Bas- 
ket, the  Boy  with  Birds,  and  the  Girl  with  a  Birdcage  are  at 
Amsterdam  and  were  in  the  Chateau  de  B  .  .  .  and  the 
Michelham  sales;  the  Boy  in  a  Vineyard  is  at  Amsterdam 
and  was  in  the  Chateau  de  B  .  . .  sale;  the  Girl  with  Fruit 
was  in  the  Chateau  de  B  .  .  .  sale,  and  an  example  in  an 
oblong  wreath,  signed  "Neilson"  and  mounted  as  a  fire 
screen,  was  owned  by  the  London  dealer  Frank  Partridge 
in  1948; 11  the  Girl  with  a  Tambourine  is  at  Amsterdam.  A 
Shepherd  Boy  with  a  Crook  is  recorded  as  part  of  the  set  in 
the  Michelham  sale.  A  Gobelins  set  at  Osterley  Park, 
owned  by  the  Victoria  and  Albert  Museum,  does  not  in- 
clude the  Boy  with  a  Bagpipe,  but  has  chair  backs  with  the 
Girl  Gardener,  Girl  Holding  a  Birdcage,  Girl  with  Fruit, 
Little  Shepherdess,  Boy  with  a  Bird's  Nest,  Boy  Holding 
Birds,  Boy  Fishing,  and  Boy  in  a  Vineyard.  The  crimson 
ground  has  a  damask  pattern.12  The  Girl  Feeding  Chick- 
ens is  in  the  Cleveland  Museum  of  Art;  it  is  signed 
"Neilson."13  The  Boy  Playing  a  Bagpipe  to  a  Dog  is  on  a 
screen  in  the  Carnegie  Institute,  Pittsburgh;14  the  design 
was  also  used  for  a  brocaded  silk  fabric15  and  on  printed 
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cottons.16  The  Cooper  set  includes  twelve  subjects  on  the 
backs  and  seats  of  the  six  armchairs,  with  plain  red  back- 
grounds; the  other  furniture  of  the  set  has  designs  with 
two  figures. 

The  Vincennes-Sevres  porcelain  set  of  eight  children  by 
Blondeau  after  Boucher  also  includes  figures  of  the  Boy 
with  Birds  (first  made  1753),  the  Boy  in  a  Vineyard 
(1752),  and  the  Girl  with  Fruit  (1752). 17 

HISTORY 

In  the  collection  of  Sir  Charles  Mills  (1792-1872). 

Inherited  by  his  son,  who  became  Baron  Hillingdon  in  1886, 

and  by  the  second  and  third  barons.  Sold  by  the  last  in  1936 

to  an  American  dealer. 
Acquired  by  the  Samuel  H.  Kress  Foundation,  1947. 18 
Given  to  the  MMA  by  the  Samuel  H.  Kress  Foundation,  1958. 


PUBLICATION 

Dauterman,  Carl  Christian;  Parker,  James;  and  Standen,  Edith 
Appleton.  Decorative  Art  from  the  Samuel  H.  Kress  Collec- 
tion at  the  Metropolitan  Museum  of  Art.  [London],  1964,  pp. 
279-81,  no.  70,  fig.  237. 

NOTES 

1.  Carl  Christian  Dauterman,  The  Wrightsman  Collection:  vol.  4, 
Porcelain,  MMA  (New  York,  1970)  p.  283,  no.  115  (Vincennes- 
Sevres  statuette). 

2.  Fenaille,  Gobelins,  vol.  4,  pp.  405-07. 


3.  A  Memorial  Exhibition  of  the  Collection  of  the  Honorable  Alvan 
T.  Fuller,  Museum  of  Fine  Arts  (Boston,  1959)  no.  12. 

4.  Alexandre  Ananoff,  Frangois  Boucher  (Paris,  1976)  vol.  2,  no.  672, 
fig.  1753. 

5.  The  Frick  Collection,  an  Illustrated  Catalogue:  vol.  2,  Paintings, 
French,  Italian  and  Spanish  (New  York,  1968)  pp. 14, 15. 

6.  Robert  R.  Wark,  French  Decorative  Art  in  the  Huntington  Collec- 
tion (San  Marino,  Calif.,  1961)  pp.  71-73. 

7.  Catalogus  van  Meubelen  en  Bettimmeringen,  Rijksmuseum,  Am- 
sterdam (The  Hague,  1952)  p.  331,  no.  477.  Called  Beauvais. 

8.  William  Rieder,  "Eighteenth-Century  Chairs  in  the  Untermyer 
Collection,"  Apollo  107  (1978)  pp.  184, 185,  n.  15. 

9.  Hans  Thoma  and  Herbert  Brunner,  Residenz  Museum,  Munich 
(Munich,  1967)  pp.  55,  56.  The  frames  are  described  as  probably 
by  Georges  Jacob,  the  upholstery  said  to  be  Beauvais  tapestry  after 
Oudry  and  Boucher. 

10.  Francis  Bennet-Goldney,  Some  Works  of  Art  in  the  Possession  of 
George  A.  Cooper  at  26  Grosvenor  Square  (London,  1903)  pp. 
14-27,  no.  13. 

11.  Advertised  in  Country  Life  103  (March  19, 1948)  p.  589. 

12.  Fenaille,  Gobelins,  vol.  4,  p.  406. 

1 3 .  Catalogue  of  the  John  L.  Severance  Collection,  Cleveland  Museum 
of  Art  (Cleveland,  1942)  no.  123,  pi.  xxvn. 

14.  Edith  A.  Standen,  "Tapestries  in  the  Collection  of  the  Museum  of 
Art,  Carnegie  Institute,"  Carnegie  Magazine  55  (1981)  pp.  18, 19. 
illus. 

15.  Frances  Little,  "Textiles  from  the  Elsberg Collection,"  MMA  Bulle- 
tin 34  (1939)  p.  142,  fig.  1.  A  gouache  drawing  in  the  Metropolitan 
Museum  is  related  to  the  brocaded  design. 

16.  Henry  Rene  d'Allemagne,  La  Toile  imprimee  (Paris,  1942)  pi.  82 
(Nantes  manufacture).  The  design  was  also  used  on  a  printed  cot- 
ton made  at  Beautiran,  of  which  an  example  is  in  the  Metropolitan 
Museum. 

17.  Les  Oeuvres  de  la  Manufacture  Nationale  de  Sevres  (Paris,  n.d.) 
vol.  1, pi.  3,  no.  535;  pi.  1,  no.  337, pi.  1,  no.  525. 

18.  "Sir  Charles  Mills  and  the  Hillingdon  Collection,"  in  Dauterman, 
Parker,  and  Standen,  Decorative  Art,  pp.  1 16-19. 
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60  The  History  of  France 


Two  tapestries  from  a  set  of  nine 
a  The  Continence  of  Bayard 
b  Sully  at  the  Feet  of  Henri  IV 

French  (Paris);  6oa  designed  by  Louis  Jean  Jacques  Durameau 
(1733— 1796)  in  1777,  and  60b  designed  by  Jean  Jacques 
Francois  Le  Barbier  the  Elder  (173  8-1 8 26)  in  1783;  woven 
in  the  haute-lisse  workshop  of  Pierre  Francois  Cozette 
(1714-1801)  at  the  Gobelins  manufactory,  1788-92. 

Artist's  and  weaver's  names  on  60b. 

Wool  and  silk. 

60a  12  ft.  4  in.  x  8  ft.  6  in.  (3.76  mx  2.59  m); 
60b  12  ft.  2  in.  x  10  ft.  (3.71  mx  3.05  m). 
22-23  warps  per  inch,  9-10  per  centimeter. 
Purchase,  Frederic  R.  Harris  Gift,  1942  (42.58.1,  2). 


DESCRIPTION 

The  borders  to  both  tapestries  simulate  carved  and 
gilded  wooden  frames  in  red-brown,  dull  pale  yellow,  and 
gray  tones.  The  guards  are  dark  blue. 

CONDITION 

Both  pieces  have  what  may  be  their  logical  dark  brown 
linen  linings,  "piques  a  lozenges."  This  method  of  attach- 
ing the  tapestries  to  the  linings  has  caused  an  overall 
puckering  of  the  surfaces. 

SUBJECT 

The  nine  tapestries  of  the  series  were  intended  to  depict, 
in  the  words  of  the  Directeur  des  Batiments,  comte 
d'Angiviller,  "des  traits  celebres  et  des  actions  nobles  et 
vertueuses  de  notre  histoire";  when  he  wrote  this,  in  1775, 
he  believed  that,  until  then,  "on  ignorait  les  ressources  que 
notre  histoire  presentait  pour  la  peinture."  Jean  Baptiste 
Pierre,  then  surinspecteur  at  the  Gobelins,  had  sent  him  a 
list  of  seven  or  eight  subjects,  to  which  d'Angiviller  added 
four  more,  all  to  be  painted  by  Durameau: 1 

i.°  La  mort  du  Connetable  du  Guesclin;  honneurs  ren- 
dus  a  sa  valeur  et  a  ses  vertus  par  la  ville  de  Randan. 

2.0  Le  chevalier  Bayard  sauve  l'honneur  de  sa  prison- 
niere;  il  la  remet  a  sa  mere  et  la  dote. 


3.0  Le  president  Mole  saisi  par  les  factieux. 

4.0  Mort  de  l'amiral  de  Coligny,  dans  Pinstant  ou  les 
assassins  frappes  de  respect  reculent  et  tombent  a  ses 
genoux.2 

The  remaining  five  subjects  of  the  series  may  have  been 
suggested  by  Pierre  or  by  d'Angiviller.  They  are: 

The  courageous  action  of  Eustache  de  Saint-Pierre  at 
the  siege  of  Calais  (the  Burghers  of  Calais). 

Leonardo  dying  in  the  arms  of  Francois  I. 

Maillard,  a  Parisian  loyal  to  the  regent  during  the  cap- 
tivity of  King  Jean,  killing  a  traitorous  provost,  Marcel,  in 
1358. 

Sully  at  the  feet  of  Henri  IV. 

Paris  retaken  from  the  English  by  the  troops  of  Charles 
VII  in  1436. 

The  link  between  the  different  subjects  is  that  they  all 
show  "traits  d'histoire  propres  a  ranimer  la  vertu  et  les 
sentimens  patriotiques."3  Though  historical  incidents 
conducive  to  virtue  could  include  events  from  classical 
history,  patriotic  sentiments  could  more  properly  be 
aroused,  it  was  thought,  by  representations  of  French 
heroism  or  virtue. 

The  Salon  of  1777,  in  which  two  paintings  used  for  the 
History  of  France  tapestries  (one  of  them  the  Continence 
of  Bayard )  were  exhibited,  so  impressed  a  critic  that  he 
wrote:  "Tous  contribuent  a  me  rendre  meilleur.  Tous  font 
rejaillir  sur  moi  quelques  rayons  de  la  gloire  nationale  et  je 
me  felicite  d'etre  fran^ais."  In  1783,  when  Sully  at  the  Feet 
of  Henri  IV  and  another  History  of  France  painting  were 
shown,  another  critic  wrote:  "A  merite  egal  de  deux  su- 
jets,  l'un  national,  l'autre  etranger,  le  national  nous  in- 
teressera  davantage."4  The  continuity  of  the  series  was  so 
important  to  d'Angiviller  that,  when  Louis  XVI  in  1790 
objected  to  the  amount  of  blood  shown  in  Maillard  and 
Marcel  and  the  Death  of  Coligny r,  he  wrote  to  Joseph 
Maria  Vien,  then  artistic  adviser  at  the  Gobelins,  that  it 
would  be  wrong  to  replace  these  subjects  with  others 
drawn  from  classical  history.  He  wished  the  set  to  be  com- 
pleted, "sauf  a  se  ressouvenir  de  ne  pas  mettre  ces  pieces 
sous  les  yeux  du  Roy,  s'il  y  a  quelque  jour  occasion  de 
fournir  une  tenture  de  ce  genre  pour  ses  appartemens;  ce 
sont  deux  traits  d'histoire  si  memorables  qu'il  seroit  fa- 
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cheux  qu'ils  ne  fissent  pas  suite  avec  d'autres  de  notre 
histoire."5  The  incidents,  or  anecdotes,  were  all,  indeed, 
well  known  at  that  time. 

The  idea  that  works  of  art  should  teach  moral  lessons 
by  depicting  the  noble  actions  of  great  men  had  been  cur- 
rent since  1750,  when  it  was  suggested  by  Rousseau;  he 
wrote  that  statues  and  paintings  should  represent  the  "de- 
fenseurs  de  la  Patrie"  and  those  who  had  enriched  their 
countries  by  their  virtues.6  In  1754,  Socrates,  Brutus, 
Charlemagne,  and  Bayard  were  named  as  suitable  sub- 
jects,7 and  the  critics  of  the  Salon  continually  reiterated 
the  value  of  works  of  art  with  subjects  from  French  his- 
tory. In  1 78 1,  one  wrote:  "Un  peintre  qui  prend  ses  sujets 
dans  l'histoire  nationale  ajoute  a  la  gloire  de  l'artiste  le 
merite  du  citoyen."8 


SOURCE  OF  THE  DESIGNS 

D'Angiviller  was  appointed  Directeur  des  Batiments  by 
Louis  XVI  in  August  1774.  At  the  next  meeting  of  the 
Academie  des  Beaux-Arts,  in  December,  he  announced 
that  the  king  would  commission  historical  paintings  and 
statues  of  great  Frenchmen  to  be  shown  at  the  biennial 
Salons.9  In  June  1775,  as  has  been  mentioned,  he  ordered 
four  paintings  of  scenes  from  French  history  to  be  made  by 
Durameau  expressly  for  the  Gobelins,  and  in  the  follow- 
ing March  drew  up  a  list  of  historical  subjects  for  the  1777 
Salon  with  the  names  of  the  artists  who  were  to  paint 
them.  This  list  has  not  survived,  but  Durameau  was  to  do 
two  of  them;10  he  did,  in  fact,  show  in  the  1777  Salon  the 
Continence  of  Bayard  and  a  classical  subject.  The  former 
and  the  Death  of  Duguesclin  by  Nicolas  Guy  Brenet  are 
both  noted  in  the  Salon  catalogue  as  from  a  History  of 
France  series,  commissioned  by  the  king.  The  Brenet 
painting  is  at  Versailles,11  with  a  replica  of  1778  in  the 
Musee  des  Beaux-Arts,  Dunkerque.12 

The  published  correspondence  between  d'Angiviller 
and  Pierre  gives  less  detailed  information  about  the  later 
History  of  France  paintings,  but  d'Angiviller  wrote  in  Oc- 
tober 1779  that  it  was  time  to  think  of  the  1781  Salon 
entries;  he  listed  the  statues  he  wanted  and  their  sculptors, 
but  merely  said  he  would  discuss  the  subjects  of  the  pic- 
tures when  Pierre  was  next  at  Versailles. 13  Meanwhile,  the 
1779  Salon  had  included  one  of  his  first  choices,  the 
Seizure  of  President  Mole;  it  was  painted  by  Francois 
Andre  Vincent,  had  great  success,  and  is  now  in  the 


Chambre  des  Deputes,  Paris.14  The  Burghers  of  Calais  by 
Jean  Simon  Berthelemy  was  also  in  this  Salon;  the  painting 
is  in  the  Municipal  Museum  of  Laon. 15 

The  Death  of  Leonardo  by  Francois  Guillaume  Mena- 
geot  was  the  picture  of  the  year  at  the  178 1  Salon;  it  is  in 
the  Musee  Municipal  at  Amboise. 16  The  king  also  com- 
missioned a  Death  of  Bayard  by  Jacques  Antoine  Beaufort, 
of  the  same  size,  but  this  was  not  chosen  as  a  tapestry 
cartoon.  Two  more,  however,  appeared  in  the  1783  Sa- 
lon, Maillard  and  Marcel  by  Berthelemy,  whose  present 
location  is  not  known,17  and  Sully  at  the  Feet  of  Henri  /V, 
now  at  Pau.  There  were  none  shown  in  1785,  when  the 
king's  commissions  were  all  classical  subjects,  but  in  No- 
vember of  that  year  d'Angiviller  wrote  to  Pierre  that,  for 
the  next  Salon,  some  paintings  were  to  illustrate  the  his- 
tory of  France;  he  asked  Pierre  to  send  a  list  of  subjects 
with  the  most  appropriate  artist's  name  for  each  in  the 
margin.  In  December,  he  had  the  list  and  sent  it  and  the 
names  of  twelve  painters  back  to  Pierre;  some  artists  were 
to  undertake  classical  subjects,  some,  French  historical, 
and  some  were  free  to  choose.  Pierre  was  to  return  the  list 
with  the  painters'  choices  of  subjects,  from  which 
d'Angiviller  would  make  a  final  selection;  this  would  lead 
to  a  greater  variety  than  had  been  seen  in  recent  Salons.18 
In  1787  another  of  d'Angiviller's  original  subjects  finally 
appeared,  the  Death  of  Coligny  by  Joseph  Benoit  Suvee, 
now  in  the  Musee  des  Beaux- Arts  at  Dijon,19  as  well  as 
Paris  Retaken  by  Berthelemy,  now  at  Versailles.20  These 
nine  pictures  were  evidently  considered  enough  for  a 
series,  as  the  weaving  of  the  first  set  was  begun  the  follow- 
ing year. 

WEAVER  AND  DATE 

The  first  and  second  weavings  of  the  series  were  both 
made  on  Pierre  Cozette's  looms,  but  Sully  at  the  Feet  of 
Henri  IV  is  not  listed  as  in  the  second.  It  seems  probable, 
therefore,  that  both  pieces  of  60  are  from  the  first  set, 
woven  between  1788  and  1791,  according  to  the  rec- 
ords,21 though  the  date  "1792"  on  60b  indicates  a  later 
terminus.22  Neither  subject  was  included  in  the  nineteenth- 
century  weavings. 

RELATED  TAPESTRIES 

All  nine  subjects  were  included  in  the  first  set.  The 
Death  of  Duguesclin  and  the  Burghers  of  Calais  belong  to 
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the  Mobilier  National,  Paris;23  Maillard  and  Marcel  and 
the  Death  ofColigny  were  sold  at  the  American  Art  Gal- 
leries, New  York,January  24-28, 1928  (nos.  1157, 1158, 
illus.),  and  are  now  at  Marble  House,  Newport,  Rhode 
Island,  owned  by  the  Preservation  Society  of  Newport 
County;24  Paris  Retaken  was  given  to  the  Spanish  ambas- 
sador in  1799,25  but  its  present  location  and  that  of  the 
Seizure  of  President  Mole  are  not  known.  The  Death  of 
Leonardo  from  this  set  may  be  the  piece  that  was  in  the 
Parma  collection  in  1861  and  is  now  in  the  Quirinale 
Palace,  Rome.26  (The  example  of  this  subject  that  was  on 
the  Berlin  art  market  in  192827  seems  more  likely  to  be 
from  the  second  weaving,  1790— 1804,  given  to  Prince 
Eugene,  viceroy  of  Italy,  on  the  occasion  of  the  birth  of  the 
king  of  Rome,  as  it  has  Napoleonic  symbols.)28 

Published  tapestries  of  the  series  from  later  sets  include 
a  Death  of  Coligny  owned  by  the  Mobilier  National, 
probably  from  the  fourth  weaving,  18 14— 16;  it  was 
exhibited  at  the  Chateau  de  Coppet,  Switzerland,  in  1962 
(cat.  no.  65,  illus.).  The  same  subject,  from  the  second 
weaving,  1790-before  1801,  is  in  the  Palazzo  Reale,  Na- 
ples.29 The  Death  of  Leonardo  in  the  Camillo  Castiglioni 
sale,  Frederik  Muller,  Amsterdam,  July  13-15, 1926  (no. 
162,  illus.),  has  no  borders  and  is  probably  the  piece  from 
the  third  weaving,  given  to  the  Austrian  ambassador  in 
1820.30  The  Maillard  and  Marcel  woven  between  18 16 
and  1823  is  in  the  Mobilier  National.31 

HISTORY 

The  complete  first  weaving  was  offered  for  sale  to  Citizen  Lan- 
glade in  1795,  but  his  offer  was  too  low.32 

In  the  collection  of  Harry  Payne  Whitney,  New  York,  sold  at 
Parke-Bernet,  New  York,  April  29,  1942  (nos.  138,  142, 
illus.). 
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60a  The  Continence  of  Bayard 

DESCRIPTION 

Bayard  wears  gray  and  yellow  armor,  a  short-sleeved 
blue  garment  ornamented  with  yellow  bands,  a  pale  pink 
cape  and  leggings  with  darker  pink  turn-down  cuffs  and 
sandals,  a  gray  spur  on  his  left  foot,  and  a  bright  red  hat 
with  white  plumes.  He  has  a  medallion  on  a  yellow  chain 
hung  around  his  neck  and  dangles  a  red  and  dull  yellow 
bag  from  his  right  hand;  his  left  holds  the  hand  of  the 
young  girl  who  has  been  brought  to  him.  She  is  in  white, 
with  yellow  bands  and  gold  chains.  Her  mother,  kneeling 
to  receive  the  dowry,  has  brown  hair  and  wears  a  red  dress 
and  a  dull  orange  cloak  lined  with  blue.  A  table,  almost 
completely  covered  with  a  dark  blue  cloth  fringed  with 
dull  pinkish  yellow,  is  seen  behind  Bayard.  Two  men  bend 
over  a  dull  gray-pink  box  with  yellow  and  gray  coins  lying 
on  it.  The  foremost,  presumably  the  servant,  Cordon, 
holds  a  dull  pink  bag  with  tassels;  he  has  a  turbanlike  cap 
with  a  white  feather  and  is  dressed  in  dull  pale  yellow, 
pink,  white,  and  dull  green.  The  boy  holding  the  lid  of  the 
box  is  in  pale  red  with  a  dull  pale  pink  cap. 

A  door  standing  ajar  behind  the  women  has  a  gray  key 
in  its  lock  and  is  partly  hidden  by  blue  curtains  attached  by 
rings  to  a  gray  rod  near  the  ceiling;  two  yellow  ropes  with 
large  yellow  tassels  are  seen  on  the  left.  Immediately  below 
the  curtain  rod  is  a  blue,  gray,  and  yellow  spear  and,  hang- 
ing from  the  wall,  a  shield  with  the  Bayard  arms,33  gray 
above  and  blue  below,  with  half  a  dull  red  lion  above,  and 
a  dull  yellow  border  and  band.  The  entire  background — 
ceiling,  walls,  and  floor — is  in  shades  of  brown  and  gray, 
simulating  carved  wood.  An  open  cupboard  on  the  left 
discloses  a  gray  vessel. 
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fig.  44.  La  Continence  de  Bayard^  by  Louis  Jean  Jacques  Durameau. 

Oil  on  canvas.  Musee  de  Grenoble.  Photo:  Musees  Na- 
tionaux. 


CONDITION 

Some  minor  repairs  are  visible. 

SUBJECT 

The  moment  in  the  story  was  chosen  by  d'Angiviller, 
when  he  gave  the  subject  as  "Le  chevalier  Bayard  sauve 
Phonneur  de  sa  prisonniere;  il  la  remet  a  sa  Mere  et  la 
dote."  The  artist  himself  indicated  as  much,  when  he  de- 
scribed it  as  "un  trait  de  respect  pour  les  moeurs:  le  cheva- 
lier Bayard  remet  sa  prisonniere  a  sa  mere  et  la  dotte 
[sic]."34  The  story  is  found  in  the  life  of  Bayard  written  by 


"le  Loyal  Serviteur"  (Jacques  de  Maille?),  published  in 
1527  and  frequently  reprinted.  In  15 12,  Bayard  was  in 
poor  health  and  went  to  Grenoble  to  visit  the  bishop,  his 
uncle.  On  his  recovery,  he  felt  so  fit  that,  "comme  assez 
povez  entendre  qu'il  n'estoit  pas  sainct,"  he  wished  for 
female  companionship.  Accordingly  he  asked  one  of  his 
servants,  a  man  called  Cordon,  to  bring  him  a  beautiful 
girl.  Cordon  found  a  poor  gentlewoman  who  relinquished 
her  fifteen-year-old  daughter,  hoping  that  Bayard  would 
marry  her.  The  girl  was  reluctant,  but  went  with  Cordon, 
"moytie  par  amour  et  moytie  par  force."  Cordon  put  her 
in  an  antechamber,  but  when  Bayard  found  her,  she, 
though  beautiful  as  an  angel,  had  cried  so  much  that  her 
eyes  were  swollen.  She  knelt  to  Bayard,  weeping  inces- 
santly, and  told  him  that  she  was  a  virgin,  that  she  and  her 
mother  were  so  poor  they  were  starving,  and  that  she 
preferred  death  to  dishonor.  Bayard  gave  her  a  cloak  and 
sent  her  to  a  female  relative  of  his  for  the  night.  In  the 
morning  he  sent  for  her  mother  and  reproached  her  for 
selling  her  daughter.  He  asked  if  the  daughter  had  a  suitor 
and  was  told  that  she  had,  "ung,  mien  voisin  honneste 
homme,  mais  il  demande  six  cens  florins,  et  je  n'en  ay  par 
vaillant  la  moytie."  Bayard  took  his  purse  from  his  servant 
and  gave  her  the  money,  with  an  extra  amount  for  a  trous- 
seau. He  told  Cordon  not  to  let  the  woman  out  of  his  sight 
until  the  marriage  was  performed;  it  took  place  three  days 
later.35 


SOURCE  OF  THE  DESIGN 

The  painting  by  Durameau,  exhibited  in  the  Paris  Salon 
of  1777,  is  in  the  Musee  de  Grenoble  (fig.  44).  A  prepara- 
tory drawing  in  ink  is  in  the  Bibliotheque  Municipale, 
Besan^on,  and  a  sketch  is  in  the  Grenoble  museum.36  The 
ornament  on  the  wall  in  the  painting  is  even  more  clearly  a 
typical  Louis  XV  meander  pattern. 

The  jury  of  1794  that  passed  on  the  suitablility  of  all  the 
Gobelins  cartoons  considered  the  subject  moral,  but  re- 
jected the  painting  "sous  le  rapport  de  Tart."37 


WEAVER  AND  DATE 

60a  is  probably  from  the  first  weaving  of  1788  to  179 1, 
made  in  Cozette's  workshop  between  1788  and  1790. 
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RELATED  TAPESTRIES 

The  subject  was  included  in  the  second  set  which  was 
woven  1789—91;  this  piece  is  presumably  the  unsigned 
example  owned  by  the  Mobilier  National.38  It  is  not 
known  to  have  been  woven  again. 


60b  Sully  at  the  Feet  of  Henri  IV 

DESCRIPTION 

Henri  IV  wears  a  dark  brown  hat  with  white  plumes,  a 
white  ruff,  a  pale  yellow  slashed  costume  with  white 
showing  through  the  openings,  a  white  sash  with  a  yellow 
fringe,  white  leg  coverings,  dark  brown  shoes  with  red 
heels  and  pale  blue  bows,  the  cross  of  Saint  Michel  on  a 
dark  blue  ribbon,  and  a  brilliant  red  cloak  lined  with  gray. 
He  places  a  restraining  hand  on  Sully's  outstretched  arm. 
Both  men  have  gray  hair  and  beards.  Sully  is  dressed  in  a 
darker  yellow  slashed  costume,  with  a  white  ruff,  pale 
pink  leg  coverings,  one  dark  blue  and  one  brown  shoe 
with  red  heels  and  overlapping  tongues,  and  a  dark  blue- 
gray  cloak.  His  brown  and  dark  gray  hat  with  blue  and 
white  feathers  lies  on  the  ground. 

The  king  treads  on  a  rolled  piece  of  paper  and  another 
lies  on  a  pink,  gray,  and  dull  green  stone  bench  behind 
him.  He  points  toward  a  group  of  men  in  the  background 
on  the  left.  The  foremost  of  these  is  a  Swiss  guard  in  livery, 
holding  a  lance;  he  wears  a  dark  gray  hat  with  white 
plumes,  a  white  ruff,  a  uniform,  red  on  his  right  side  and 
blue  on  his  left,  decorated  with  strips  of  red  and  yellow 
braid,  pink  leg  coverings,  and  dark  blue  shoes.  Behind  him 
are  three  courtiers  in  dark  blue  hats  with  white  plumes 
and  white  ruffs.  One  seen  full-face  is  in  dull  green  and  pale 
blue  and  has  the  cross  of  an  order  on  a  dark  blue  ribbon. 
Another  has  a  blue  cloak  and  dull  orange  leg  coverings. 

Between  the  guard  and  Sully  is  a  gray  pedestal  support- 
ing the  statue  of  a  nude  armless  youth.  Behind  the  bench 
on  the  right  is  a  wing  of  the  palace  of  Fontainebleau  with  a 
blue  slate  roof  and  pale  pink  chimneys.  A  large  tree  with  a 
blue-gray  trunk  and  green  and  pale  yellow  foliage  rises 
behind  the  king,  and  others  make  up  the  background;  that 
on  the  extreme  right  has  dark  brown  leaves.  The  distant 
trees  by  the  palace  are  in  pale  greens  and  blues.  The  sky  is 
pale  blue  with  white  clouds;  the  foreground  is  in  dull  tones 


of  brown,  green,  gray,  pink,  and  blue.  Inscribed  in  brown 
on  the  end  of  the  bench  on  the  right  is:  Le  Barbieo  [sic] 
Uaine  /  Pinxit  1783  /  cozette  •  1792. 

CONDITION 

A  small  section  of  the  guard  on  the  right  is  a  replace- 
ment. Some  very  small  areas  of  repair  are  visible. 


SUBJECT 

Sully  tells  the  story  in  his  memoirs.  In  1605,  he  was  out 
of  favor  with  Henri  IV  because  his  enemies  had  been  ma- 
ligning him.  One  day,  at  Fontainebleau,  the  king  took  him 
into  a  plantation  of  white  mulberries,  entirely  surrounded 
by  canals,  and  placed  two  Swiss  guards,  who  knew  no 
French,  at  the  entrance.  The  king  and  his  minister  walked 
and  talked  for  four  hours.  Henri  produced  the  papers  that 
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accused  Sully,  who  showed  that  they  were  false,  ending, 
"me  permettez,  pour  confirmer  toutes  ces  verites,  que  je 
me  jette  a  vos  pieds  et  vous  embrasse  les  genoux,  comme  a 
mon  Roi  bien  Aime,  unique  maitre  et  bienfaiteur."  The 
king,  however,  would  not  let  him  kneel,  saying,  "Non,  ne 
le  faites  pas,  car  je  ne  voudrais  pour  rien  au  monde  que 
ceux  qui  nous  regardent  crussent  que  vous  eussiez  commis 
aucune  faute  qui  meritat  une  telle  sousmission,  car  ce 
serait  vous  faire  tort,  puisque  je  vous  tiens  pour  homme  du 
bien  et  du  tout  innocent."  They  embraced,  the  king  took 
his  hand,  and  they  left  the  mulberry  alleys,  at  the  entrance 
to  which  almost  all  the  court  were  standing,  out  of  earshot, 
but  thinking  that  the  king  had  been  upbraiding  Sully.  In- 
stead, Henri  announced  that  he  loved  Sully  more  than 
ever.39 


SOURCE  OF  THE  DESIGN 

The  painting  by  Le  Barbier,  exhibited  at  the  Paris  Salon 
in  1783,  is  in  the  Chateau  of  Pau,  on  loan  from  the  Louvre 
(fig.  45).  It  is  extremely  close  to  the  tapestry. 

The  jury  of  1794  rejected  the  cartoon  because  of  the 
subject,  presumably  "contraire  aux  idees  republicaines."40 


WEAVER  AND  DATE 

60b  is  probably  from  the  first  weaving,  recorded  as 
made  between  1788  and  1791,  in  Cozette's  workshop, 
but  it  is  dated  1792. 


RELATED  TAPESTRIES 

The  subject  is  not  recorded  as  being  woven  more  than 
once,  but  there  is  another  example  in  the  Chateau  of  Pau. 
It  is  exactly  the  same  as  60b,  except  for  a  different  border 
and  the  absence  of  Cozette's  signature.  The  composition 
was  also  woven  as  a  small  oval  medallion,  placed  in  a  wide 
framework  (alentour)  with  a  yellow  simulated  damask 
ground,  like  the  later  versions  of  57;  the  piece  belongs  to 
the  Mobilier  National.41 

The  same  event  was  very  similarly  treated  by  the  painter 
Francois  Andre  Vincent  in  a  series  of  the  History  of  Henri 
J  V,  intended  to  be  woven  as  small  medallions  in  alentours. 
In  the  tapestry  of  1783-84  made  after  his  composition, 
the  king  is  on  the  left,  Sully  has  one  knee  on  the  ground, 


and  his  plumed  hat  is  on  the  bench.42  This  tapestry  was 
imitated  in  the  Naples  manufactory  in  179 1,  but  the  event 
is  shown  taking  place  indoors.43 

NOTES 

1.  Durameau  had  painted  Saint  Louis  Washing  the  Feet  of  Paupers 
for  the  chapel  of  the  Ecole  Royale  Militaire  and  showed  the  picture 
at  the  1773  Salon,  so  his  ability  to  paint  medieval  subjects  was 
known  (Marc  Sandoz,  "Le  'Bayard*  de  Louis  Durameau  [1777]: 
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61  Flowers  in  a  Vase  and  Two  Plums 


French  (Paris);  designed  in  178 1  by  Anne  Vallayer-Coster 
(1744— 1 81 8),  woven,  perhaps  by  Deyrolle,  on  a  basse-lisse 
loom  at  the  Gobelins  manufactory,  1800—04. 

Designer's  name  and  date. 

Wool  and  silk. 

1  ft.  5V8  in.  x  1  ft.  23A  in.  (45  cm  x  37  cm). 
25  warps  per  inch,  10  per  centimeter. 
Bequest  of  Julie  Heidelbach,  1932  (3  5.  n  6.7). 

DESCRIPTION 

A  pale  yellow-gray  and  brown  vase,  with  pale  yellow 
and  brown  decoration  at  the  top  and  a  yellow  and  brown 
base,  stands  on  a  greenish-gray  and  brown  shelf.  It  con- 
tains purple  and  mauve  roses,  a  dull  red-brown  chrysan- 
themum, and  other  flowers  in  blue,  white,  and  dull  yellow, 
with  leaves  in  shades  of  dark  greens  and  blues.  On  the 
shelf  at  its  base  are  a  purple  and  a  blue  plum  with  dull 
green  leaves.  The  background  is  in  dark,  dull  shades  of 
brown,  gray,  and  gray-green.  Signed  on  the  side  of  the 
shelf  to  the  right:  Af  [in  dark  brown]  d  Vallayer  Co-/ 178 1 
[in  pale  brown,  nearly  invisible]. 

CONDITION 

The  tapestry  is  slightly  rubbed  around  the  edges. 

SOURCE  OF  THE  DESIGN 

The  painting  by  Anne  Vallayer-Coster  of  which  this 
tapestry  is  a  copy  has  been  identified  with  one  of  the  two 
"tableaux  de  fleurs,  forme  ovale"  that  she  exhibited  in  the 
1798  Salon.1  But  the  date,  1781,  makes  it  far  more 
probable  that  the  picture  was  actually  one  of  the  three 
"petits  Tableaux  ovales,  de  fleurs  and  de  fruits"  shown  in 
the  1781  Salon.2 

WEAVER  AND  DATE 

The  subject  is  recorded  as  having  been  woven  twice, 
both  times  with  a  companion  piece.  The  first  pair  must 
have  been  completed  by  February  1801,  when  a  weaver 
called  Deyrolle3  was  awarded  an  honorable  mention  for 
one  of  them;  the  second  pair  was  finished  by  September 


1804.4  Deyrolle  is  given  the  credit  of  reviving  the  method 
of  modeling  by  hatching  instead  of  by  juxtaposition  of 
tones,5  which  is  particularly  evident  in  the  background 
of  61. 

RELATED  TAPESTRIES 

Including  61,  three  versions  are  known.  One  is  an  oval 
slightly  larger  than  61  and  is  in  the  Nissim  de  Camondo 
Museum,  Paris;6  the  third,  much  taller  and  somewhat 
wider,  is  in  the  collection  of  Mme  Loyer,  Paris.7  The  latter 


417 


has  the  name  "Coster,"  added  in  red  thread  to  the  woven 
signature,  "Md  Vallayer,"  and  is  dated  1781.  It  has  been 
suggested  therefore  that  this  piece  was  made  before  the 
artist's  marriage  in  April  178 1.  The  Nissim  de  Camondo 
piece  and  61  would  thus  represent  the  two  recorded  ex- 
amples woven  between  1800  and  1804;  the  dimensions  of 
the  first  pair  are  not  known,  but  those  of  the  second  are 
very  close  to  the  piece  in  the  Nissim  de  Camondo  Mu- 
suem.  It  is  thus  rather  more  probable  that  61  is  from  the 
first  recorded  weaving. 

The  companion  piece  of  either  of  these  pairs  is  not 
known,  but  its  composition  was  used  for  a  rectangular 
tapestry,  woven  in  1806,  with  a  companion  piece  after 
another  artist.  This  tapestry,  showing  a  blue  vase  and  a 
dead  bird,  is  also  in  the  Nissim  de  Camondo  Museum.8 

HISTORY 

Bequeathed  to  the  MMA  by  Mrs.  Julie  Heidelbach  (Mrs.  Alfred 
Heidelbach),  Paris,  1932. 

EXHIBITION 

Paris,  Hotel  Jean  Charpentier,  1930.  La  Fleur,  cat.  no.  106. 
Lent  by  Mme  Julie  Heidelbach.  Described  as  woven  by  Dey- 
rolle  and  made  for  Marie-Antoinette. 

PUBLICATIONS 

Fenaille-Calmettes.  Gobelins,  vol.  5,  p.  351.  Weavings  re- 
corded, but  no  examples  listed. 

Phillips,  John  Goldsmith.  "A  Bequest  of  Gobelins,  Beauvais, 
and  Savonnerie  Panels."  MMA  Bulletin  31  (1936)  p.  29.  Sig- 
nature and  date  noted. 


Michel,  Marianne  Roland.  Anne  Vallayer-Coster,  1744- 1818. 
Paris,  1970,  no.  430. 

NOTES 

1.  Collection  des  Livrets  des  anciennes  Expositions:  Exposition  de 
1798,  Academie  Royale  (Paris,  1871)  p.  23,  no.  97;  Fenaille- 
Calmettes,  Gobelins,  vol.  5,  p.  351. 

2.  Collection  des  Livrets  .  .  .  Exposition  de  178 1  (Paris,  1870)  p.  26. 
One  of  the  paintings,  a  vase  of  flowers  with  a  shell,  is  in  the  Metro- 
politan Museum;  it  is  signed  Mile  Vallayer  and  dated  1780 
(Charles  Sterling,  A  Catalogue  of  French  Paintings:  XV— XVIII 
Centuries,  MMA  [Cambridge,  Mass.,  1955]  pp.  178, 179;  Diderot, 
Salons,  Jean  Seznec,  ed.,  vol.  4  [Oxford,  1967]  p.  365,  no.  106,  pi. 
150).  The  third  painting,  showing  a  blue  vase  and  a  dead  bird,  has 
not  been  identified. 

3.  Two  weavers  of  this  name,  father  and  son,  were  active  at  the  Gobe- 
lins in  the  first  half  of  the  nineteenth  century.  The  father  (called 
"Desrolles")  is  listed  as  a  first  class  weaver  in  1794  and  described  as 
"premier  ouvrier  de  la  basse  lisse"  in  1808,  so  that  it  was  probably 
the  son  who  was  given  a  minor  award  in  1801.  He  wove  another 
subject  after  Vallayer-Coster  in  181 1  and  was  active  until  1849 
("Liste  des  tapissiers  des  Gobelins  en  aout  1794,"  Nouvelles  Ar- 
chives de  VArt  Francais,  3rd  ser.,  13  [1897]  p.  88;  Fenaille- 
Calmettes,  Gobelins,  vol.  5,  pp.  355,  384, 442). 

4.  Fenaille-Calmettes,  Gobelins,  vol.  5,  p.  351. 

5.  Alfred  Darcel,  "Union  Centrale  des  Beaux-Arts  appliques  a  l'lndus- 
trie,  Exposition  de  Phistoire  de  la  tapisserie,"  Gazette  des  Beaux- 
Arts,  2nd  ser.,  14  (1876)  p.  433. 

6.  Musee  Nissim  de  Camondo  (Paris,  1973)  p.  103,  no.  622. 

7.  Marianne  Roland  Michel,  "L'Art  du  Dix-huitieme  Siecle:  Tapes- 
tries on  Designs  by  Anne  Vallayer-Coster,"  Burlington  Magazine 
102  (November  i960)  advertisement  supplement  following  p.  502, 
pp.  i,  ii,  fig.  3.  Lent  by  Maurice  Loyer  to  the  exhibition  Feintures, 
gravures,  miniatures  et  autres  ouvrages  de  femmes  peintres  du 
XVIIIe  siecle,  Hotel  des  Negotiants  en  Objets  d'Art,  Tableaux  et 
Curiosites  (Paris,  1926)  cat.  no.  99. 

8.  From  the  Joseph  Bardac  sale,  Galerie  Georges  Petit,  Paris,  Decem- 
ber 9, 1927,  no.  136,  illus. 
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62  Portrait  of  Napoleon  I 


French  (Paris);  designed  by  Francois  Gerard  ( 1770-183 7)  in 
1805,  and  woven  in  the  haute-lisse  workshop  of  Michel 
Henri  Cozette  ( 1 744-1 8  2z)  at  the  Gobelins  manufactory  by 
Harland  (probably  the  Elder,  fl.  1790-c.  1826),  Abel  Nicolas 
Sollier  (fl.  1790-1815),  Duruy  the  Younger  (probably 
Charles  Duruy,  fl.  c.  1805-18  50),  and  five  other  weavers, 
between  1808  and  181 1,  for  the  emperor  Napoleon  I. 

Wool  and  silk  and  silver-gilt  thread. 

7  ft.  3V2  in.  x  4  ft.  9V2  in.  (2.22  m  x  1.46  m). 

26—28  warps  per  inch,  10-12  per  centimeter. 

Purchase,  Joseph  Pulitzer  Bequest,  1943  (43.99). 

DESCRIPTION 

Napoleon  wears  a  crown  of  yellow  laurel  leaves  and  a 
white  robe  richly  embroidered  in  yellow  on  the  sleeves  and 
at  the  hem.  It  has  a  yellow  fringe  and  white  lace  on  the 
cuffs.  Over  this  is  a  deep  red  velvet  mantle,  lined  with 
ermine,  and  with  an  ermine  band  around  the  hem;  elabo- 
rate yellow  embroidery,  including  the  letter  N  in  white,  is 
seen  around  the  edges  of  the  velvet,  with  yellow  bees  scat- 
tered over  the  central  part.  A  single  open  sleeve,  also  er- 
mine lined  and  with  the  same  yellow  embroidery,  is  visible 
to  the  right  elbow,  with  a  large  yellow  tassel  at  the  point. 
Above  this  is  a  short  circular  ermine  cape;  two  yellow 
tassels  and  a  knotted  cord  at  the  left  shoulder  are  part  of 
the  attachment  of  this  garment.1  Around  the  neck  is  a 
white  lace  collar  under  a  yellow  embroidered  one  and  a 
white  lace  cravat.  The  gloves  are  white,  with  a  ring  on  the 
right  hand.  A  white  sash  with  yellow  embroidery  and 
fringe  supports  a  sword  with  large  gray  gems  on  the  hilt 
and  a  white,  yellow-tipped  scabbard.  The  stocking  and 
sandals  are  white,  with  yellow  embroidery  and  cross  lac- 
ing. The  emperor  holds  a  brown  and  yellow  scepter,  with 
a  yellow  eagle  at  the  top;  the  letter  N  is  visible  below.  He 
wears  the  collar  of  the  Legion  of  Honor,  made  up  of  yel- 
low eagles,  and  the  star  of  the  order  in  white,  blue,  and 
gold;  some  letters  of  the  inscription,  "Honneur  et  patrie," 
can  be  distinguished.  At  the  left,  on  a  stool  upholstered  in 
blue  with  a  wide  yellow  and  gray  fringe,  is  a  blue  cushion, 
trimmed  with  yellow  embroidery  and  tassels.  On  this  are  a 
yellow  and  brown  orb  and  a  Hand  of  Justice  with  an  open 
white  hand  and  a  yellow-brown  staff.  On  the  right  is  a 
throne  with  a  yellow  and  brown  frame,  upholstered  in 


blue,  thickly  embroidered  in  yellow,  with  the  letter  N  in 
the  center.  At  the  end  of  the  left  arm  is  a  gray  ball.  The 
background  is  formed  by  a  blue  curtain  with  dull  yellow 
embroidery  and  fringe;  the  reverse  of  the  curtain,  seen  at 
the  upper  left  and  to  the  left  of  the  stool,  is  dark  dull  pink. 
The  more  elaborate  embroidery  on  this  side  includes  the 
letter  N.  The  foreground  is  a  blue  velvet  carpet  with  yel- 
low bees.  The  guards  are  dark  yellow.  Metal  thread  is  very 
sparingly  used. 

The  original  frame  of  gilded  pine  has  an  attached  in- 
scribed plaque  at  the  top  reading:  donne  /  par  s.m. 

l'EMPEREUR  ET  ROI  /  AU  PRINCE  /  ARCHI-CHANCELIER  DE 

l'empire. 
condition 

There  are  a  very  few  small  areas  of  repair  near  the  edges. 

SUBJECT 

The  emperor  is  shown  in  the  robes  he  wore  for  his 
coronation  at  Notre-Dame  on  December  2, 1 804,  with  his 
regalia.  The  costume  and  regalia  were  listed  in  the  first 
article  of  a  decree  of  July  18,  1804:  "Breeches  and  stock- 
ings of  white  silk;  white  shoes  embroidered  with  gold;  a 
tunic  of  white  silk  embroidered  and  ornamented  at  the 
hem  with  fringe  of  gold;  a  mantle  flowing  over  the  shoul- 
ders and  trailing  behind;  the  material  will  be  purple  velvet 
powdered  with  gold  bees,2  embroidered  all  round  and 
lined  with  ermine.  White  gloves  embroidered  with  gold;  a 
cravat  of  lace.  An  open  crown  of  gold,  shaped  in  the  like- 
ness of  laurel  leaves.  The  sceptre  and  Hand  of  Justice  of 
gold.  A  sword  with  a  golden  hilt  enriched  with  diamonds 
and  fastened  to  a  white  scarf  worn  round  the  waist  and 
ornamented  with  golden  fringe."3  Everything  was  made 
especially  for  the  occasion,  under  the  superintendence  of 
the  artist  Jean  Baptiste  Isabey;  most  of  the  bills  and  many 
of  the  objects  have  survived. 

The  crown  was  made  by  Martin  Guillaume  Biennais 
and  consisted  of  forty-four  large  and  twelve  smaller  gold 
laurel  leaves,  with  forty-two  "grains"  among  them;4  it  has 
not  survived. 
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The  white  silk  satin  robe,  without  its  fringe,  is  in  the 
National  Museum,  Malmaison;5  the  material  was  sup- 
plied by  Vacher,  cut  by  the  tailor  Chevalier,  and  em- 
broidered by  Picot.  The  crimson  velvet  of  the  mantle  (the 
color  named  in  the  bill)  also  came  from  Vacher,  was  cut  by 
Chevalier,  and  was  embroidered  by  Picot;6  the  Russian 
ermine  was  provided  by  the  widow  Toullet.7  The  garment 
is  said  to  be  at  Mme  Tussaud's  museum  in  London;  a 
design  for  part  of  the  embroidery  is  in  the  Brocard  collec- 
tion, Paris.8  The  lace  collar,  cravat,  and  cuffs  came  from 
the  firm  of  Lolivre,  de  Beuvry  &  Co.;  they  were  probably 
of  Alen^on  lace,  perhaps  made  by  the  firm  of  Charles 
Clerambault,  and  are  not  known  to  have  survived.9  Lolivre, 
de  Beuvry  also  provided  gold  "broderie  en  finition"  for 
two  pairs  of  gloves  and  two  pairs  of  silk  stockings,  but 
Mile  Fouret,  an  embroideress,  was  also  paid  for  a  pair  of 
white  gloves  and  a  pair  of  white  silk  stockings  embroidered 
in  gold.10  Several  gloves,  all  for  the  left  hand,  are  at  Mal- 
maison. The  sandals  shown  in  62  are  presumably  the 
"demi-brodequins  de  satin  blanc  brode  en  or  avec  lagure 
doree"  made  by  Berger,  rather  than  any  of  the  several 
pairs  made  by  Jacques,  none  of  which  seems  to  have  had 
laces.11 

The  ring  Napoleon  wore  over  the  glove  on  his  right 
hand  is  in  the  Louvre;  it  is  gold,  with  a  large  square  emer- 
ald that  had  been  part  of  the  crown  jewels,  but  was  en- 
graved for  Napoleon  in  Prague  with  the  imperial  arms  and 
set  by  the  jeweler  Marguerite.12  The  white  silk  satin  sash  is 
at  Malmaison;  it  was  embroidered  in  gold  by  Picot.13  The 
sword  seen  in  the  tapestry,  however,  is  not  the  one  worn 
by  Napoleon  for  the  ceremony,  which  had  gold  eagles  on 
the  hilt  and  a  tortoiseshell  scabbard.14  The  sword  in  the 
tapestry  was  worn  earlier  in  the  day  with  the  "petit  ha- 
billement";  it  was  set  with  the  great  diamond  from  the 
crown  jewels  known  as  the  Regent  (now  in  the  Louvre)15 
and  was  made  by  Etienne  Nitot  and  Nicolas  Noel  in  1 803 , 
when  Napoleon  was  First  Consul.  The  diamonds  were 
removed  in  18 11.  It  descended  by  inheritance  to  Prince 
Napoleon  until  1979,  when  it  was  acquired  by  the  French 
State,  the  prince  retaining  a  life  interest.16 

The  scepter  was  made  by  Biennais;  it  was  silver  gilt,  5 
pieds  8  pouces  long,  with  the  imperial  eagle  at  the  top,  "les 
ailes  ouvertes  et  tenant  dans  ses  serres  un  foudre,  le  dit 
aigle  rondebosse  cisele  et  pose  sur  une  portion  de  sphere 
sortant  d'une  touffe  a  double  rang  de  feuillets  de  myrte,  de 
laurier  et  palmes,  au  bas  desquels  sont  deux  astragales 


ornees  de  perles  et  entre  lesquelles  se  trouvent  des  mouches 
[abeilles]  et  une  petite  couronne  de  laurier  au  milieu  de 
laquelle  est  la  lettre  intitiale  N."17  It  has  not  survived.  The 
collar  of  the  Legion  of  Honor  is  of  a  unique  type,  known 
only  from  portraits  of  Napoleon  in  his  coronation  robes. 18 
The  star  is  the  standard  type,  designed  by  Jean  Baptiste 
Isabey  in  1802. 19 

The  silver-gilt  orb  was  also  made  by  Biennais.  It  was 
surmounted  by  a  "croix  gothique  formee  par  quatre 
especes  de  balustres  dont  les  'pauses'  sont  ornees  de  feuilles 
d'eau  et  les  tetes,  d'especes  de  touffes."20  It  has  not  sur- 
vived. The  Hand  of  Justice  differs  from  that  preserved  in 
the  Louvre  in  that  it  has  all  the  fingers  straight;  the  Louvre 
hand  has  two  fingers  bent.21  Biennais  described  the  hand 
he  made  as  of  ivory,  "apres  un  modele  moule  sur  nature," 
with  a  silver-gilt  stick,  3  pieds  6  pouces  long.22 

The  throne  in  the  tapestry  corresponds  closely  with  that 
shown  in  the  engraving  of  the  throne  room  of  the  Tuileries 
published  in  1 8 1 2,23  except  that  in  the  engraving  there  are 
no  balls  at  the  ends  of  the  arms.  They  are,  however,  men- 
tioned in  the  bill  for  the  Tuileries  throne  submitted  by  the 
maker,  Francois  Honore  Georges  Jacob-Desmalter,  on 
December  16,  1804;  on  each  "pilastre  de  devant"  was 
"une  boule  de  2  pouces  8  lignes  de  diametre  en  ivoire."24 
They  appear  on  the  drawing  by  Charles  Percier  for  this 
engraving  and  on  another  showing  a  side  view  of  the  Tui- 
leries throne.25  But  these  drawings  show  only  a  single 
palmette  in  the  center  of  the  back,  instead  of  the  series  of 
seven  varied  protuberances  seen  in  the  engraving  and  on 
the  tapestry;  Jacob-Desmalter's  bill  also  states  that  the 
back  of  the  Tuileries  throne  was  formed  of  a  "guirlande 
isolee  sculptee  de  laurier  se  posant  sur  un  rond  de  2  pieds 
de  diametre  avec  profil  renverse  de  18  lignes  de  large, 
sculpte  de  feuilles  et  bande  avec  palmette  au  milieu."26 
The  cabinetmaker  does  not  describe  the  upholstery,  but 
that  shown  on  the  tapestry  resembles  the  upholstery  in  the 
engraving,  not  the  very  different  design,  with  an  eagle  in 
the  center,  of  the  drawing;  it  also  corresponds  with  the 
upholstery  seen  in  a  drawing  for  a  throne  for  Saint- 
Cloud.27  In  this  drawing,  as  in  the  tapestry  and  in  the 
engraving  of  the  Tuileries  throne,  there  are  seven  protu- 
berances around  the  back;  the  throne  is  described  in  Jacob- 
Desmalter's  bill  as  having  at  the  back  "une  guirlande  de 
laurier  liee  par  sept  rubans,  ornes  de  perles,  sur  lesquels 
sont  montes  sept  ornements  en  cuivre  (trois  palmettes  et 
quatre  soleils  vus  des  deux  cotes,  ciseles  et  dores)."28  The 
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Saint-Cloud  throne,  now  in  the  Louvre,  has  heads  of  Her- 
cules at  the  front  of  the  arms  and  lion-paw  feet.29  The 
Tuileries  throne  is  believed  to  be  the  one  now  at  Fontaine- 
bleau,  though  this  now  has  neither  the  single  palmette  nor 
the  seven  protuberances.30  The  descriptions  in  the  bills 
would  seem  to  be  the  best  indication  of  the  original  ap- 
pearance of  these  thrones.  The  throne  in  the  tapestry 
would  then  be  inaccurate,  showing  the  ivory  balls  of  the 
Tuileries  throne  and  the  seven  copper  ornaments  around 
the  back  of  the  Saint-Cloud  throne.  It  is  probable  that 
Gerard  was  copying  drawings  or  prints  rather  than  an 
actual  piece  of  furniture.31 

The  background  of  the  tapestry  is  also  related  to  the 
engraving  of  the  throne  room  at  the  Tuileries.  The  fringe 
and  the  embroidery  around  the  edges  of  the  curtain  are 
similar  in  both,  though  the  engraving  shows  a  powdering 
of  bees  on  the  outside  of  the  drapery  and  of  stars  inside. 
The  steps  of  the  throne,  however,  are  shown  as  bare  in  the 
engraving;  the  blue  velvet  of  the  tapestry  may  be  derived 
from  the  blue  carpeting  with  golden  bees  that  was  used  for 
the  coronation  ceremony  in  Notre-Dame.32 

SOURCE  OF  THE  DESIGN 

On  March  7,  1806,  Napoleon  ordered  the  Gobelins 
manufactory  to  make  tapestry  copies  of  two  portraits  of 
himself  and  one  of  Josephine.  Only  the  last  was  executed 
at  the  time.  One  of  the  paintings  of  Napoleon  was  a  por- 
trait by  Francois  Gerard  owned  by  Talleyrand,  which  was 
then  in  the  Ministry  of  Foreign  Affairs.  On  February  5, 
1808,  the  order  was  repeated,  but  the  ministry  refused  to 
send  the  picture  to  the  manufactory.  On  February  26, 
therefore,  a  sum  of  money  was  appropriated  to  pay  Ge- 
rard for  making  a  copy  of  this  portrait,  as  well  as  of  a 
full-length  portrait  of  Josephine  in  her  coronation  robes 
and  the  busts  of  her  and  Napoleon,  all  to  be  executed  in 
tapestry.33 

The  tapestry  is  thus  after  a  copy  by  Gerard  (or,  more 
probably,  by  one  of  his  pupils)  of  his  own  painting.  The 
latter  is  probably  the  painting  at  Versailles,  which  went 
there  from  the  Louvre  in  1894;  it  corresponds  with  great 
exactness  to  the  tapestry,  except  that  in  the  painting  the 
background  drapery  on  the  right  has  fewer  folds.  This 
change  may  have  been  made  at  the  instance  of  the  weav- 
ers, who  needed  more  liveliness  in  the  monochrome  areas. 

In  making  the  original  portrait,  Gerard  used  the  repre- 
sentation of  Napoleon  in  coronation  robes  which  Isabey 


drew  for  the  collection  of  engravings  called  the  Livre  du 
Sacre.  Except  for  the  position  of  the  head  and  the  fact  that 
Napoleon,  in  the  print,  holds  the  Hand  of  Justice  as  well  as 
the  scepter,  the  correspondence  is  exact,  down  to  the  folds 
of  the  cravat  and  of  the  mantle.  Possibly  Gerard  had  ac- 
cess to  Isabey's  original  drawing,  now  at  Malmaison.34 
Isabey  had  been  careful  about  the  design  of  the  costume 
and  the  regalia;  an  entry,  "fourni  a  M.  Isabey  un  habit 
pour  servir  de  modele,"35  in  the  bill  of  Chevalier,  the  tai- 
lor, suggests  that  the  artist  made  his  drawing  from  clothes 
lent  him  by  the  tailor. 

Gerard's  portraits,  both  the  full-length  and  the  bust, 
exist  in  several  versions.  Full-lengths  are  owned  by  Prince 
Napoleon;36  the  prince  de  Chimay;37  the  Louvre;38  the 
Staatliche  Gemaldegalerie,  Dresden  (inv.  no.  2518);  the 
Musee  National,  Ajaccio;  the  Museum  of  Capodimonte, 
Naples;  the  Musee  National,  Fontainebleau;  and  Mal- 
maison.39 A  reduced  sketch  is  at  Versailles.  Napoleon  is 
seen  to  the  knees  only  in  a  portrait  in  the  Napoleon  Mu- 
seum, Arenenberg,  Switzerland,40  and  a  half-length,  with 
an  imperial  crown,  was  owned  by  Dalva  Brothers,  Inc., 
New  York,  in  1970;41  another  half-length  is  in  the  Tampa 
Bay  Art  Center,  Florida.42  A  small  full-length,  signed  "F. 
Gerard,"  was  in  the  Rodolphe,  Prince  de  Faucigny- 
Lucinge  sale,  Parke-Bernet,  New  York,  April  22,  23, 1955 
(no.  74,  illus.). 

WEAVERS  AND  DATE 

Michel  Henri  Cozette  became  the  head  weaver  of  the 
single  haute-lisse  workshop  at  the  Gobelins  in  180 1.  Eight 
men  are  recorded  as  having  worked  on  62,  the  principal 
ones  being  listed  as  Harland,  Abel  Nicolas  Sollier,  and 
Duruy  fils.  The  last  was  praised  by  Gerard  for  his  work  on 
the  embroideries  and  the  throne.43 

A  list  of  the  Gobelins  employees  enrolled  in  the  Garde 
Nationale  in  1790  includes  Harland,  "Sollier  Paine"  and 
"Sollier  cadet,"  and  "Denis  Duruit."44  Both  Solliers  and 
Denis  Duruy  are  in  the  third  class  of  weavers  in  a  list  of 
1794,  with  Harland  in  the  second.45  Harland  was  a  chef 
de  piece ,  weaving  flesh  parts,  in  1801,  so  that  he  was 
probably  the  head  of  the  team  for  62.  Abel  Nicolas  Sollier 
is  recorded  as  a  weaver  between  1806  and  18 16,  but  it  is 
not  known  whether  he  was  Sollier  the  Elder  or  the  Younger 
of  the  1790  and  1794  lists;  in  181 1,  there  were  three 
weavers  called  Sollier:  Antoine  Hubert,  Abel  Nicolas,  and 
Auguste.  Denis  Duruy  was  born  in  1765  and  his  son 
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Charles  was  head  of  an  haute-lisse  workshop  from  1823 
to  1850;  the  latter  is  probably  the  Duruy  fits  of  this  entry, 
but  there  was  also  a  Pierre  Duruy  active  between  1 8 10  and 
1814.46 

Weaving  was  begun  on  May  12, 1808,  and  the  tapestry 
was  sent  to  the  storehouse  on  March  7, 1 8 1 1 ,47 

RELATED  TAPESTRIES 

Another  weaving  of  the  portrait  was  made  between 
181 1  and  18 13;  it  was  not  copied  from  the  same  version 
of  Gerard's  portrait,  but  from  another  example  that  he 
had  made  for  the  due  de  Frioul,  with  a  different  back- 
ground. This  picture  has  not  been  identified.  The  tapestry 
was  destroyed  by  the  order  of  Louis  XVIII,  July  15,1816. 

A  third  weaving,  begun  early  in  1 8 14,  of  which  less  than 
a  tenth  had  been  completed  by  August,  was  destroyed  at 
the  same  time.48 

A  companion  piece  of  Josephine  seated,  in  her  corona- 
tion robes,  after  Gerard,  was  woven  between  1808  and 
18 10.  It  was  given  to  the  viceroy  of  Italy  in  181 149  and 
was  sold  at  the  Palais  Galliera,  Paris,  November  29, 1974 
(no.  130,  illus.).  A  version  of  the  painting  belonged  to 
Prince  Napoleon  in  1968.50 

Portrait  busts  of  Napoleon  after  Gerard,  showing  the 
upper  part  of  the  full-length  figure,  were  woven  between 
1808  and  1 8 14;  ten  were  completed,  of  which  eight  were 
given  as  presents  by  Napoleon  or  Josephine  and  two  de- 
stroyed in  1816.51  One  is  in  the  Schlossmuseum,  Lud- 
wigsburg,52  one  is  in  the  Lady  Lever  Art  Gallery,  Port 
Sunlight,53  and  one  was  in  the  E.  B.  Schley  sale,  Parke- 
Bernet,  November  7,  8,  1947  (no.  383,  illus.),  sold  again 
at  the  same  auction  house,  October  8,  1977  (no.  37, 
illus.).  The  bust  portrait  was  also  reproduced  in  Sevres 
porcelain.54  A  companion  bust  of  Josephine  was  woven 
four  times  between  1808  and  18 10;  three  of  them  were 
burned  in  the  Gobelins  fire  of  187 1,  the  other  was  in  the 
Schley  sale  (no.  383,  illus.).55  A  version  of  the  painting  of 
Josephine,  attributed  to  Gerard,  is  at  Malmaison  and  an- 
other at  Versailles.56 

A  companion  piece  of  Marie  Louise  in  her  coronation 
robes  after  Mile  Godefroid's  copy  from  Gerard  was  begun 
in  1 813,  but  not  completed;  it  was  burned  in  187 1.  Two 
busts  of  this  empress  after  Gerard  were  also  begun  in 
1 8 14.  One  was  given  to  the  emperor  of  Austria  and  is  in 
the  Schatzkammer,  Vienna.57  The  other,  not  completed, 
was  burned  in  1871.  A  bust  of  the  king  of  Rome  was 


destroyed  in  18 16. 58 

All  the  tapestries  given  as  presents  were  lined,  mounted 
on  stretchers,  put  into  gilded  frames,  and  provided  with 
woolen  curtains.  The  frames  for  the  bust  portraits  were 
made  by  Delporte  Brothers,  gilders,  whose  bill  for  one  of 
them  has  been  published;  many  of  them  were  glazed.59 

Tapestry  portraits  of  Napoleon  after  other  artists  were 
apparently  planned.  A  report  to  the  emperor  of  August 
15,  1808,  by  Vivant  Denon,  Director  of  Fine  Arts,  says 
that  the  Gobelins  weavers  "cessent  d'etre  occupes  par  des 
tableaux  insignificants,  et  ce  qui  vient  d'etre  execute  par 
Gros,  David  et  Gerard  est  d'une  perfection  si  etonnante 
qu'on  ne  con^oit  pas  comment  des  ouvriers  peuvent  ar- 
river  a  un  si  haut  degre  de  magie.  Deux  cents  autres,  qui 
executent  le  portrait  de  Votre  Majeste  d'apres  Gros  et 
d'apres  David  font  des  tapisseries  si  superieures  a  tout  ce 
qui  etait  connu,  qu'elles  feront  Petonnement  des  cours 
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auxquelles  Votre  Majeste  les  destine."60  A  tapestry  copy 
of  David's  Napoleon  at  the  Saint  Bernard  Pass  was  made 
and  Gros's  painting  of  the  Pest  House  at  Jaffa  was 
woven,61  but  no  portraits  after  these  artists  comparable  to 
the  tapestries  after  Gerard  were  undertaken  at  the 
Gobelins. 

HISTORY 

Given  by  Napoleon  to  Jean  Jacques  Regis  de  Cambaceres,  due 
de  Parme,  Prince  Arch-Chancellor  of  the  Empire,  by  an  order 
of  July  17,  1 8 10,  and  delivered  March  11,  i8n.62A  docu- 
ment of  April  1 8 1 2  is  extant,  recording  that  Cambaceres  paid 
the  gilder  Roland  261  francs  75  centimes  "pour  bordure  du 
tableau  de  PEmpereur  en  tapisserie  des  Gobelins."63 

Inherited  in  1824  by  his  nephew  Marie  Jean  Pierre  Hubert,  later 
due  de  Cambaceres.  His  property  went  in  18  81  to  his  widow, 
who  died  in  1883,  leaving  it  to  Maurice  Jean  Marie  Louis 
Delaire,  comte  de  Cambaceres.  In  1899,  the  Cambaceres 
house  in  Paris  passed  into  the  hands  of  the  duchesse  de  la  Salle 
de  Rochmaure,  who  sold  it  to  the  French  government  in 
1 9  20. 64  It  was  probable  that  at  this  time  the  tapestry  was 
acquired  by  Jacques  Seligmann,  who  owned  it  in  1940. 

Bought  by  the  MMA  from  Seligmann  by  means  of  the  Joseph 
Pulitzer  Bequest,  1943. 
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NOTES 

1.  The  profile  views  of  Napoleon  in  two  paintings  by  David,  the 
Coronation  in  the  Louvre  and  the  Distribution  of  the  Eagles  at 
Versailles,  show  the  complicated  relationship  of  these  garments 
(Jean  Mistier,  "20  ans  qui  ont  marque  le  monde,"  Plaisir  de 
France,  no.  364  [February  1969]  pis.  7,  8). 

2.  Bees  and  the  eagle  had  been  suggested  as  symbols  for  the  French 
empire  at  the  meeting  of  the  Conseil  d'Etat  on  June  12,  1804. 
Cambaceres  said  that  bees  were  a  suitable  emblem  for  the  actual 
situation  of  France,  "une  Republique  qui  a  un  chef."  Later,  he  was 
quoted  as  saying  that  Napoleon  chose  the  eagle  for  himself,  as 
successor  to  Charlemagne  and  Caesar,  but,  when  asked  if  his  robe 
would  be  sprinkled  with  eagles,  he  answered:  "Non,  ce  serait  d'un 
mauvais  effet;  on  y  mettra  des  etoiles,  ou  plutot  des  abeilles  d'or;  ce 
dernier  aura  quelque  chose  de  national,  on  en  trouva  dans  le  tom- 
beau  de  Chilperic.  Cet  insecte  est  le  symbole  de  l'activite.  .  .  .  Les 
etoiles  seront  pour  moi,  les  abeilles  pour  le  peuple."  More  than 
three  hundred  golden  bees  had  been  found  in  the  tomb  of  the 
fifth-century  Merovingian  king,  Chilperic,  in  1653  (Francois 
Papillard,  Cambaceres  [Paris,  1961]  p.  181;  E.  L.  Lamothe-Langon, 
Les  Apres-diners  de  S.AS.  Cambaceres  [Paris,  1946]  p.  76;  W. 
Deonna,  "L'abeille  et  le  roi,"  Revue  Beige  d'Archeologie  et  d'His- 
toire  de  I3 Art  25  [1956]  pp.  105— 11).  But  Napoleon's  mention  of 
stars  as  well  as  bees  suggests  that  he  was  also  familiar  with  the  use 
of  both  objects  as  hieroglyphic  symbols  for  royalty;  they  are  found 
together  in  cartouches  on  the  frontispiece  to  the  first  volume  of  the 
official  publication  of  his  Egyptian  expedition,  the  Description  de 
VEgypte,  1809,  which  includes  the  crowned  N  of  the  emperor's 
monogram  (Erik  Iversen,  The  Myth  of  Egypt  and  Its  Hieroglyphs  in 
European  Tradition  [Copenhagen,  1961]  pp.  132, 133,  pi.  xxiv). 

3 .  Frederic  Masson,  Napoleon  and  His  Coronation,  trans.  Frederic 
Cobb  (London,  191 1)  pp.  156,  314. 

4.  Gabriel  Vauthier,  "Les  costumes  du  sacre  et  les  fournisseurs  de 
l'Empereur,"  Revue  des  Etudes  Napoleoniennes  4(1913)  p.  312. 

5.  Joseph  Billiet,  "Les  nouveaux  amenagements  du  Musee  de  Mal- 
maison," Le  Jardin  des  Arts,  no.  1 1  (September  1955)  illus.  p.  697. 

6.  Alphonse  Maze-Sencier,  Les  Fournisseurs  de  Napoleon  Ier  et  des 
deux  Imperatrices  (Paris,  1983)  pp.  4,  5.  Picot's  bill  calls  the  mantle 
purple  velvet  and  mentions  the  gold  bees;  the  robe  or  tunic  is  less 
easy  to  identify  in  the  documents,  but  Picot  probably  worked  it. 

7.  Vauthier,  "Costumes  du  sacre,"  p.  3 12. 

8.  Napoleon,  exh.  cat.,  Grand  Palais  (Paris,  1969)  no.  150. 

9.  M.  Risselin-Steenebrugen,  "Un  detail  du  costume  du  sacre  de 
Napoleon,"  Revue  Beige  d'Archeologie  et  d'Histoire  de  I' Art  42 
(1973,  published  1975)  pp.  89-98.  The  Brussels  bobbin  lace  at 
Malmaison,  supposed  to  have  been  worn  by  Napoleon  at  his  coro- 
nation, does  not  resemble  that  shown  in  62  and  other  represen- 
tations of  the  emperor  in  his  coronation  robes. 

10.  Maze-Sencier,  Fournisseurs,  p.  4. 

11.  Vauthier,  "Costumes  du  sacre,"  pp.  314,  315.  Maze-Sencier, 
Fournisseurs,  p.  6,  believed  that  the  demi-brodequins  were  for 
Josephine.  The  one  surviving  pair  of  footwear  has  rosettes  and  was 
used  with  the  first  costume  worn  by  Napoleon  on  his  coronation 
day,  the  "petit  habillement";  it  is  at  Malmaison  and  was  exhibited 
at  the  Grand  Palais,  1969,  cat.  no.  174.  Slippers  with  rosettes  are, 
however,  worn  with  the  "grand  habillement"  in  the  portrait  by 
Robert  Lefevre  in  the  Musee  National  de  la  Legion  d'Honneur, 


424 


Paris  (Mistier,  "20  ans,"  pi.  9). 

12.  Napoleon,  exh.  cat.,  Grand  Palais,  1969,  no.  186;  Pierre  Verlet,  La 
Galerie  d'Apollon  et  ses  tresors.  Guide  sommaire  (Paris,  1947)  p. 
10. 

13.  Napoleon,  exh.  cat.,  Grand  Palais,  1969,  no.  176;  Maze-Sencier, 
Fournisseurs,  p.  5. 

14.  It  is  clearly  seen  in  the  David  Coronation. 

15.  Lord  Twining,  A  History  of  the  Crown  Jewels  of  Europe  (London, 
i960)  pi.  89c. 

16.  Napoleon,  exh.  cat.,  Grand  Palais,  1969,  no.  167  (lent  by  Prince 
Napoleon);  Henri  Vever,  La  Bijouterie  franqaise  au  XIXe  siecle 
(Paris,  1906-08)  vol.  1,  p.  36,  illus.  (hilt  only)  p.  37;  information 
from  Gerard  Hubert. 

17.  Vauthier,  "Costumes  du  sacre,"  p.  3 13. 

18.  Napoleon,  exh.  cat.,  Grand  Palais,  1969,  p.  48. 

19.  De  Basily-Callimaki,/.-!*.  Isabey  (Paris,  1909)  p.  70. 

20.  Vauthier,  "Costumes  du  sacre,"  p.  313. 

21.  Danielle  Gaborit-Chopin,  "Faux  ivoires  des  collections  publiques," 
Revue  de  VArt,  no.  21  (1973)  PP-  96-99>  figs.  6,  7.  This  Hand  of 
Justice  appears  in  Ingres's  portrait  of  Napoleon  enthroned  in  the 
Musee  de  l'Armee,  Paris  {De  David  a  Delacroix:  la  peinture 
franqaise  de  1774  a  1830,  exh.  cat.,  Grand  Palais,  Detroit  Institute 
of  Arts,  MMA  [Paris,  1974]  no.  104,  pi.  114).  It  is  also  seen  in 
Gerard's  state  portraits  of  Louis  XVIII  and  Charles  X  (sale  cata- 
logue, Due  de  Talleyrand,  Galerie  Georges  Petit,  Paris,  May  29- 
June  1, 1899,  nos.  4,  5,  illus.). 

22.  Vauthier,  "Costumes  du  sacre,"  p.  3 13. 

23.  Charles  Percier  and  Pierre  Fontaine,  Recueil  de  decorations  in- 
terieures  (Paris,  18 12)  pi.  48. 

24.  Hector  Lefuel,  Francois-Honor e-Georges  Jacob-Desmalter  (Paris, 
1925)  p.  395. 

25.  Boris  Lossky,  "A  propos  du  Chateau  de  Fontainebleau.  Identifica- 
tions et  considerations  nouvelles . . .  Trone  de  Napoleon,"  Bulletin 
de  la  Societe  de  I'Histoire  de  VArt  Franqais,  1970,  pp.  40-42,  figs. 
7,  8. 

26.  Lefuel,  Jacob-Desmalter,  p.  395. 

27.  Lossky,  "Trone  de  Napoleon,"  fig.  9.  The  three  drawings  (the 
Tuileries  throne  in  its  setting  and  in  a  side  view  and  the  Saint-Cloud 
throne)  were  in  a  private  collection  in  1969  (Napoleon,  exh.  cat., 
Grand  Palais,  1969^0.  165). 

28.  Lefuel,  Jacob-Desmalter,  p.  330. 

29.  Grandjean,  "Nouvelles  salles,"  p.  150. 

30.  Lossky,  "Trone  de  Napoleon,"  pp.  40-44,  fig.  10. 

3 1 .  Other  portraits  of  Napoleon  in  his  coronation  robes  show  similarly 
inaccurate  thrones  in  the  background.  One  in  the  Fogg  Art  Mu- 
seum, Cambridge,  Massachusetts,  attributed  to  David,  has  the 
Hercules  busts  and  lion  feet  of  the  Saint-Cloud  throne,  but  different 
upholstery  and  no  protuberances  around  the  back  (Germain 
Seligman,  Merchants  of  Art  [New  York,  1961]  pi.  45a).  That  by 
Robert  Lefevre  in  the  Musee  National  de  la  Legion  d'Honneur, 
Paris,  has  the  protuberances  and  the  upholstery  design  with  an  N 
on  the  back,  but  this  is  shown  as  a  figured  velvet,  and  the  arms  end 
in  lion  heads.  Ingres,  in  his  seated  portrait  in  the  Musee  de  l'Armee, 
Paris,  has  a  totally  imaginary  throne,  with  one  white  and  one  gold 
ball,  eagles  in  relief  on  pilasters  on  the  arms,  and  no  protuberances 
round  the  back  (Mistier,  "20  ans,"  pis.  9, 10). 

32.  Masson,  Napoleon,  p.  158. 

33.  Fenaille-Calmettes,  Gobelins,  vol.  5,  p.  375. 

34.  Napoleon,  exh.  cat.,  Grand  Palais,  1969,  no.  146;  Octave  Aubry, 
Napoleon  (Paris,  1936)  p.  106,  illus.;  Jean Rourguignon,  Napoleon 


Bonaparte  (Paris,  1936)  p.  326,  illus. 

35.  Maze-Sencier,  Fournisseurs,  p.  5. 

36.  Souvenirs  de  la  Famille  Imperiale  de  Napoleon  Ier  a  Napoleon  III, 
exh.  cat.,  Orangerie  du  Chateau  de  Bois-Preau,  Musee  National  de 
Malmaison  (Rueil-Malmaison,  1968)  no.  18,  illus. 

37.  Merveilles  des  chateaux  des  Flandres,  d'Artois,  de  Picardie  et  du 
Hainault  (Paris,  1973)  p.  214,  illus.  (on  wall  of  petit  salon  of  the 
Chateau  de  Chimay).  Called  after  David. 

38.  Defense  du  patrimoine  national,  exh.  cat.,  Louvre  (Paris,  1978)  no. 
7.  With  list  of  other  examples. 

39.  Billiet,  "Nouveaux  amenagements,"  p.  695,  illus.  Described  as 
after  Gerard. 

40.  Gerard  Zimmerman,  ed.,  Museen  der  Schweiz  (Munich,  198 1)  p. 
37,  %  i. 

41.  The  Taste  of  Napoleon,  exh.  cat.,  William  Rockhill  Nelson  Gallery 
of  Art  and  Mary  Atkins  Museum  of  Fine  Arts  (Kansas  City,  1969) 
no.  29,  illus. 

42.  "College  Museum  Notes:  Acquisitions,"  Art  Journal  28  (1968- 
69)  p.  297,  fig.  5. 

43.  Fenaille-Calmettes,  Gobelins,  vol.  5,  p.  376. 

44.  M.  Perrot,  "Artistes  des  Gobelins  et  de  Sevres  incorpores  dans  la 
Garde  Nationale  en  1790,"  Nouvelles  Archives  de  VArt  Franqais, 
3rd  ser.,  13  (1897)  pp.  83,  84. 

45.  "Liste  des  tapissiers  des  Gobelins  en  aout  1794,"  Nouvelles  Ar- 
chives de  I'Art  Franqais,  3rd  ser.,  13  (1897)  pp.  88,  89. 

46.  Fenaille-Calmettes,  Gobelins,  vol.  5,  pp.  281,  227,  240,  395,  435, 
xi,  239,  248,254. 

47.  Fenaille-Calmettes,  Gobelins,  vol.  5,  p.  376. 

48.  Fenaille-Calmettes,  Gobelins,  vol.  5,  p.  376,  377. 

49.  Fenaille-Calmettes,  Gobelins,  vol.  5,  pp.  381,382. 

50.  Souvenirs,  exh.  cat.,  no.  79. 

51.  Fenaille-Calmettes,  Gobelins,  vol.  5,  pp.  377-82. 

5  2.  Werner  Fleischhauer,  Schlossmuseum  Ludwigsburg,  Amtlicher 
Fuhrer  (n.p.,  1963)  p.  20.  Mentioned  as  a  present  from  Napoleon 
to  King  Friedrich  of  Wurttemberg  in  1809;  it  is  thus  either  the  first 
or  the  second  weaving, 

5  3 .  Percy  Macquoid,  English  Furniture,  Tapestry  and  Needlework  of 
the  XVIth—XIXth  Centuries,  vol.  3  of  A  Record  of  the  Collection 
in  the  Lady  Lever  Art  Gallery,  Port  Sunlight  (London,  1928)  p. 
112. 

54.  Serge  Grandjean,  "La  porcelaine  de  Sevres,"  Plaisir  de  France,  no. 
364  (February  1969)  pi.  11. 

55.  Fenaille-Calmettes,  Gobelins,  vol.  5,  pp.  382,  383. 

56.  Joseph  Billiet,  Les  Appartements  de  Josephine,  Guide-Catalogue, 
Musee  du  Chateau  de  Malmaison  (Paris,  195 1)  p.  12;  Verver, 
Bijouterie,  p.  43,  illus. 

57.  Arpad  Weixlgartner,  Geschichte  im  Widerschein  der  Reichskleino- 
dien  (Vienna,  1938)  p.  80. 

58.  Fenaille-Calmettes,  Gobelins,  vol.  5,  p.  389. 

59.  Fenaille-Calmettes,  Gobelins,  vol.  5,  p.  387. 

60.  Pierre  Lelievre,  Vivant  Denon,  Directeur  des  Beaux-Arts  de 
Napoleon  (Paris,  1942)  p.  101. 

61.  Fenaille-Calmettes,  Gobelins,  vol.  5,  pp.  372,  373,  224-26.  The 
Pest  House  at  Jaffa  tapestry  is  in  the  Walters  Art  Gallery,  Baltimore 
(William  Johnston,  "Napoleon:  The  Cult  of  the  Emperor,"  Bulle- 
tin of  the  Walters  Art  Gallery  19,  no.  8  [May  1967]). 

62.  Fenaille-Calmettes,  Gobelins,  vol.  5,  p.  377. 

63.  Information  from  Christian  B*ulez. 

64.  Dictionnaire  de  biographie  franqaise,  vol.  7  (Paris,  1956)  s.v. 
"Cambaceres";  Papillard,  Cambaceres,  p.  228. 


425 


European  Post-Medieval 

TAPESTRIES 

and  Related  Hangings 
in  The  Metropolitan 
Museum  of  Art 

EDITH  APPLETON  STANDF.N 

VOLUME 

II 

The  Metropolitan  Museum  of  Art,  New  York 


European  Post-Medieval  TAPESTRIES 

and  Related  Hangings  in  The  Metropolitan  Museum  of  Art 

volume  II 


European  Post-Medieval 

TAPESTRIES 

and  Related  Hangings 
in  The  Metropolitan 
Museum  of  Art 

EDITH  APPLETON  STANDEN 

VOLUME 

II 

The  Metropolitan  Museum  of  Art,  New  York 


Copyright  ©  1985  by  The  Metropolitan  Museum  of  Art 

LC  card  no.  85-3103 
ISBN  0-87099-406-9 


CONTENTS 


VOLUME 


FRANCE:  Beauvais 

Catalogue  numbers  63—91  43  5 

FRANCE:  Aubusson 

Catalogue  numbers  9  2—1 04  615 

FRANCE:  Savonnerie  Manufactory  and  Seventeenth-Century  Embroideries 

Catalogue  numbers  105-118  643 

ENGLAND  AND  IRELAND 

Catalogue  numbers  1 19-136  683 

OTHER  COUNTRIES  751 

Germany,  catalogue  numbers  137-140  753 

Italy,  catalogue  numbers  141— 146  771 

Poland,  catalogue  numbers  147, 148  790 

China,  catalogue  number  149  796 

Russia,  catalogue  numbers  1 50, 1 5 1  803 

Spain,  catalogue  number  152  814 

Concordance  of  Accession  and  Catalogue  Numbers  821 

Index  823 


FRANCE 


Beauvais 

Colbert  created  the  Beauvais  tapestry  manufactory  at  the  same  time  as  the  Gobelins,  but  it  was 
apparently  intended  from  the  first  to  cater  primarily  to  private  customers  rather  than  to  the  crown. 
Two  armorial  tapestries  (63)  might  have  been  made  there  between  1691  and  1694,  but  a  Parisian 
origin  is  also  possible.  The  arms  are  those  of  a  Swiss  brigadier  in  French  employ,  Francois  Laurent 
Greder. 

Several  series  designed  in  the  late  seventeenth  century  were  very  successful.  Many  sets  were 
woven  of  the  Berain  Grotesques,  so  called  from  the  resemblance  of  the  compositions  to  the  orna- 
mental prints  of  Jean  Berain,  though  they  were  designed  by  Jean  Baptiste  Monnoyer.  Five  pieces 
from  one  set  and  one  from  another  (64)  have  the  typical  yellow  ground  of  the  series;  marks  on  three 
of  them  show  that  they  were  woven  when  Philippe  Behagle  or  his  son,  also  Philippe,  were  in  charge 
of  the  manufactory.  Furniture  covers  were  made  to  harmonize  with  these  wall  hangings;  such 
upholstery  for  three  chairs  (65)  has  the  monogram  of  the  Swedish  statesman  Count  Carl  Piper,  and 
is  known  to  have  been  made  in  1696. 

Another  very  popular  series  was  the  Story  of  the  Emperor  of  China,  designed  by  Guy  Vernansal 
and  the  flower  painters  Jean  Baptiste  Belin  de  Fontenay  and  Monnoyer  about  1685-90.  The 
Audience  of  the  Emperor  (66)  may  date  from  the  late  seventeenth  or  the  early  eighteenth  century. 
Similarly,  the  design  of  Boreas  and  Orithyia  (67)  from  a  series  of  scenes  from  the  Metamorphoses  of 
Ovid  was  by  Rene  Antoine  Houasse  about  1690,  but  the  weaving  of  the  set  to  which  this  piece 
belongs  may  have  been  a  decade  or  more  later.  The  Stag  Hunt  (68)  was  probably  also  designed  in  the 
late  seventeenth  century. 

The  undoubtedly  lucrative  practice  of  weaving  upholstery  panels  to  accompany  wall  hangings, 
begun  in  the  seventeenth  century,  continued  through  the  eighteenth.  Some  chair  covers  (70,  71, 
75—77,  81)  can  be  dated  approximately  on  stylistic  grounds. 

The  greatest  period  at  Beauvais  began  when  the  painter  Jean  Baptiste  Oudry  was  first  given 
responsibility  for  the  designs  in  1726  and  took  over  the  directorship  of  the  manufactory  in  1734, 
with  Nicolas  Besnier  as  a  partner.  The  Arms  of  the  due  de  Boufflers  (72)  has  Oudry's  name  and  the 
date  1733;  this  is  probably  the  date  of  the  design  by  Oudry,  with  1740  as  the  probable  date  of 
weaving. 
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Soon  after  being  appointed  director,  Oudry  called  in  the  young  Francois  Boucher  to  provide 
designs.  The  result,  over  twenty  years,  was  six  of  the  finest  tapestry  series  ever  created.  It  is  also  quite 
possible  that  Boucher  designed  the  very  rococo  upholstery  for  two  chairs  (73);  if  so,  it  must  have 
been  in  his  early  days  of  working  for  the  manufactory.  But  his  first  documented  works  were  the  six 
pieces  of  the  Italian  Village  Scenes  (Fetes  italiennes)  of  1736-46.  The  last  complete  set,  with  two 
narrow  panels  added,  was  made  for  the  Boulard  de  Gatellier  family  in  1762  (78),  in  whose  country 
mansion  it  remained  until  1898;  it  is  one  of  the  very  few  Beauvais  sets  of  hangings  that  has  stayed 
together  and  whose  entire  history  is  known,  though  the  furniture  covers  woven  as  part  of  the  order 
are  in  the  Louvre.  The  head  of  the  manufactory  at  this  time  was  Andre  Charlemagne  Charron. 

Vulcan  Presenting  Arms  for  Aeneas  to  Venus  and  Bacchus  and  Ariadne  (79)  are  from  a  set  of 
four  of  Boucher's  Loves  of  the  Gods  commissioned  by  the  Danish  baron  Johann  Hartvig  Ernst 
Bernstorff  in  1754;  Oudry  and  Charron  were  then  co-directors  at  Beauvais.  The  furniture  covers 
provided  with  the  set  (74)  have  Oudry  designs  of  animals.  The  series  designed  by  Boucher  called 
Scenes  from  Operas  is  represented  by  Vertumnus  and  Pomona  (80),  which  has  the  artist's  name  and 
the  date  1757. 

Boucher  was  made  artistic  director  at  the  Gobelins  in  1755  and  soon  after  Charron  was  forced 
to  rely  on  other  painters  for  new  designs.  Among  them  was  Boucher's  pupil  Jean  Baptiste  Le  Prince, 
who  had  worked  for  Catherine  the  Great  in  Saint  Petersburg;  he  accordingly  produced  designs  for 
the  Russian  Entertainments,  one  of  which  is  the  Repast  (82).  The  set  to  which  it  belongs  was  made 
for  the  king  in  1771—72.  De  Menou  took  over  from  Charron  in  1780  and  under  his  direction  the 
piece  with  three  scenes  from  the  Pastorals  with  Blue  Draperies  (83)  was  woven  after  a  cartoon  by 
Jean  Baptiste  Huet,  as  was  a  set  of  bed  hangings  (84). 

By  the  late  1780s,  however,  the  manufactory  badly  needed  new  designs  and  was  able  to  obtain 
them  for  two  new  series.  One  consisted  of  scenes  illustrating  the  Arts  and  Sciences,  designed  by  Jean 
Jacques  Lagrenee;  upholstery  for  a  sofa  represents  Commerce  (85).  The  other  series  was  the  Four 
Continents,  after  Le  Barbier,  which  was  only  woven  twice.  One  complete  set — four  hangings  and 
covers  for  two  sofas  and  twelve  chairs,  all  different — was  made  for  Louis  XVI  in  1790—91  (86); 
America  appears  as  the  young  United  States,  aided  by  France,  on  one  hanging  and  one  sofa  back. 
The  set  was  disposed  of  by  the  French  Republic  in  1796  as  payment  for  military  supplies. 

Furniture  covers  continued  to  be  made  at  Beauvais  in  the  nineteenth  century;  two  chairs  have 
Napoleon's  initial  (87).  The  weavers  kept  their  skill.  A  small  panel  with  a  still  life  (88)  was  painstak- 
ingly copied,  dewdrops  and  all,  from  a  Salon  picture  by  Theude  Gronland;  the  weaver  put  his  name, 
Rigobert  Milice,  and  the  date  1846  in  the  background. 

A  last  attempt  to  revive  Beauvais  was  undertaken  in  the  1920s.  Four  screen  panels  designed  by 
Paul  Vera  were  produced  by  a  group  of  weavers  in  1922-23  (91);  they  are  characteristic  examples 
of  the  Art  Deco  style. 
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63  Arms  of  the  Greder  Family  of  Solothurn,  Switzerland 


Two  pieces  from  a  set  of  perhaps  eight 

French  (perhaps  Paris);  probably  woven  between  1691  and 

1694,  f°r  Francois  Laurent  Greder. 
Wool,  silk,  and  metal  thread. 
63a  9  ft.  1  in.  x  9  ft.  10  in.  (2.77  m  x  3  m); 
63b  8  ft.  11  in.  x  9  ft.  6  in.  (2.72  mx  2.9  m). 
20-22  warps  per  inch,  8-9  per  centimeter. 
Bequest  of  Lucy  Work  Hewitt,  1934  (35.40.5  [63a];  35.40.6 

[63b]). 

DESCRIPTION 

Except  for  slightly  different  colors  and  some  minute 
variations  in  the  landscapes,  the  two  tapestries  are  identi- 
cal. Both  were  woven  in  two  pieces;  a  vertical  line  down 
the  exact  center  shows  where  the  halves  were  joined. 

The  central  coat  of  arms  has  a  pale  and  dark  blue 
ground.  The  first  and  fourth  quarters  show  a  bird's  leg  and 
claw  in  gray,  with  details  in  silver  thread,  flanked  by  red- 
brown  and  white  fleurs-de-lis  (Greder);  the  second  and 
third  quarters  have  five  red  roses  on  a  ground  of  dull 
orange-red,  white,  and  tarnished  metal  thread,  probably 
originally  gold,  in  basket  weave  (Blumenstein,  a  property 
of  the  Greder  family).  The  surrounding  wreath  and  scroll 
forms  are  in  orange-red  and  white,  with  details  in  silver 
thread;  they  are  surmounted  by  a  coronet  of  a  nobleman 
of  unspecified  rank  (Adelskrone),  in  the  same  colors,  or- 
namented with  gray  pearls  and  red  and  blue  stones.  The 
supporters  are  gray  and  white  swans  with  pale  yellow 
beaks,  red  inside.  A  red  canopy  with  pale  yellow  fringes 
and  ornamentation,  lined  in  pale  and  dark  brown,  hangs 
behind  the  arms.  The  swans  stand  on  a  yellow,  red-brown, 
and  brown  platform,  with  a  semicircular  drapery  in  pale 
brown,  pale  yellow,  and  red  in  the  center.  At  the  lower  left 
is  a  gray  classical  helmet  with  a  pale  yellow  and  red-brown 
fantastic  mask  at  the  front  and  blue  plumes;  on  the  right,  a 
gray  breastplate,  lined  with  blue.  From  a  blue  rosette  on 
either  side  spring  two  red  leaves  and  a  thin  pale  brown 
stem  which  supports  an  openwork  basket,  filled  with  red, 
white,  and  dull  yellow  flowers  and  dark  green  leaves.  The 
two  bunches  of  flowers  are  different.  White  roses,  yellow 
honeysuckle,  and  a  white  tulip  can  be  distinguished.  From 
each  basket  rises  a  yellow  framework,  to  which  the  drap- 


ery of  the  canopy  is  fastened  with  white  ribbons  banded  in 
red  and  dull  yellow.  A  head  in  profile  protrudes  on  either 
side;  the  face  is  flesh  color,  the  plumes  above  it,  pink, 
white,  and  blue.  The  background  is  a  landscape.  The  sky  is 
in  shades  of  blue  with  white  and  gray  clouds;  the  distant 
views  show  hills,  trees,  and  meadows,  with  some  far-off 
buildings,  in  shades  of  green  and  gray.  An  irregular  green 
band  separates  the  landscapes  from  the  foreground, 
which  is  brown. 

The  border  has  a  shaded  blue  ground  with  interlacings 
in  pale  gray.  An  oval  red  medallion  on  either  side  has  a 
monogram  of  two  G's  (for  Greder)  in  dull  red  and  white. 
The  ornamentation  of  the  border  panels  is  in  pale  yellow, 
gray,  and  red,  with  naturalistic  sprays  of  green  leaves  and 
red  cherries.  The  outer  guards  are  red-brown.  Silk  is  lav- 
ishly used,  especially  in  the  sky  and  landscape;  there  is 
very  little  metal  thread.  Abrupt  changes  in  color  in  plain 
areas,  such  as  that  behind  the  swan  on  the  right  in  63  a, 
suggest  a  poorly  organized  workshop. 

CONDITION 

There  are  a  number  of  small  holes,  some  coarsely  re- 
paired, especially  in  the  right  border  in  63a. 

SUBJECT  AND  DATE 

The  arms  are  Greder  and  Blumenstein:  "Ecartele  d'azur 
a  une  patte  et  cuisse  de  cygne  argent,  accostees  de  deux 
fleurs  de  lys  d'or  (Greder)";  and  "d'or  a  la  fasce  d'azur 
accompagnee  de  cinq  roses  de  gueules  (3  et  2)  (Blumen- 
stein)."1 The  estate  of  Blumenstein  belonged  to  the  family 
of  Greder  of  Solothurn,  many  of  the  male  members  of 
which,  at  this  period,  served  in  the  French  army.  The  tap- 
estries were  presumably  commissioned  by  the  head  of  the 
house  and  most  probably  by  Francois  Laurent  Greder 
(1658— 1716)  after  the  death  of  his  father,  Wolffgang,  in 
1 69 1.  He  became  a  brigadier  in  the  same  year  and  was 
made  a  knight  of  the  order  of  Saint  Louis  in  1694. 2  As  he 
would  have  been  entitled  to  show  this  honor  on  his  coat  of 
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arms,  it  seems  certain  that  if  the  tapestries  were  made  for 
him,  they  date  from  between  1691  and  1694.  He  be- 
queathed Blumenstein  to  his  sister,  Maria  Franziska 
Molondin,  who  named  the  house  "Laurentin"  after  him,3 
so  that  no  later  Greder  could  have  used  this  coat  of  arms. 


SOURCE  OF  THE  DESIGN 


Many  elements  of  the  design  can  be  found  in  prints  after 
Jean  Berain  I  (1 640-1 711)  (fig.  46),  but  it  is  not  taken 
from  any  single  plate. 


fig.  46.  Grotesques,  by  Jean  Dolivar,  after  Jean  Berain.  Engraving. 
MMA,  Rogers  Fund,  1921  (21. 36.141). 


MANUFACTURE 

Stylistic  resemblances  are  apparent  between  these  two 
tapestries  and  twenty  armorials  in  the  Kunsthistorisches 
Museum,  Vienna,  that  were  made  at  Luneville  between 
1720  and  1722  for  the  duke  of  Lorraine  by  Josse  Bacor. 
But  there  is  no  evidence  that  this  small  workshop,  which 
was  not  established  until  171 8,  executed  any  private  com- 
missions, and  the  designs  are  closer  to  Claude  III  Audran 
than  to  Berain.4  Another  related  set  is  the  one  made  for 
Colbert  de  Seignelay,  the  Naval  Attributes,  after  prints  by 
Berain,  in  a  private  collection  in  France;  these  were  made 
in  the  Paris  workshop  of  Louis  and  Jean  Baptiste  Hinard. 
Another  Paris  weaver  at  this  period  was  Gilles  Bacor  (died 
1 714),  who  also  used  Berain  designs  and  is  known  to  have 
woven  armorial  tapestries  (Chancelleries).  Josse  Bacor, 
his  nephew,  presumably  worked  with  him  before  going  to 
Lorraine  in  171 1.  The  coloring  of  the  Great  Gods  set 
woven  in  Paris  by  a  member  of  the  Bacor  family  is  very  like 
that  of  63. 5  The  weaving  of  each  of  the  Greder  tapestries 
in  two  pieces  and  the  inept  variations  in  background 
colors  suggest  a  less  well-organized  workshop  than  the 
Gobelins  or  Beauvais.  But,  lacking  any  inscriptions,  an 
attribution  to  a  specific  manufactory  is  not  possible. 


RELATED  TAPESTRIES 

Four  tapestries  of  the  set  were  in  the  Prince  Paul 
Galitzin  sale,  Hotel  Drouot,  Paris,  March  10,  11,  1875 
(no.  180,  not  illus.),  called  Gobelins,  after  Berain.  They 
have  landscape  backgrounds  and  were  bought  by 
Gauchez.  Three  were  in  the  Mme  X . . .  sale  (identified  on 
the  Frick  Library  copy  of  the  sale  catalogue  as  "Maitresse 
de  Gauchez"),  Hotel  Drouot,  April  20—23,  1892  (nos. 
410—12,  no.  140  illus.).  They  were  called  Gobelins,  sev- 
enteenth century,  with  a  ducal  crown.  The  example  illus- 
trated is  exactly  like  63,  except  that  the  background  on 
either  side  is  a  formal  garden.  All  three  pieces  are  said  to 
have  "fonds  de  pares."  Four  pieces  were  in  the  Marquise 
de  Y  . . .  (Landolfo-Carcano)  sale,  Hotel  Drouot,  Novem- 
ber 28— December  2,  1921  (nos.  603—06,  no.  603  illus.), 
bought  by  Lefortier.  They  were  called  Italian,  from  the 
beginning  of  the  eighteenth  century,  with  the  Carcano 
arms6  and  a  ducal  coronet  on  "un  fond  de  paysage  ou  sur 
un  fond  vert."  One  of  the  examples  on  a  plain  ground, 


possibly  that  illustrated  in  the  sale  catalogue,  is  presum- 
ably the  tapestry  in  the  Nelson-Atkins  Museum  of  Art, 
Kansas  City.  Like  63,  it  was  woven  in  two  pieces.  One 
piece  with  a  formal  garden  in  the  background  was  in  the 
Lefortier  collection,  sold  at  the  American  Art  Association, 
New  York,  November  27—29, 1924  (no.  513,  illus.). 

Lacking  illustrations  or  detailed  descriptions  of  these 
examples  in  sales  catalogues,  all  of  which  have  very  simi- 
lar dimensions,  it  is  not  possible  to  say  how  many  pieces 
made  up  the  original  set.  Possibly  there  were  eight,  four 
with  garden  backgrounds,  two  with  country  landscapes 
(63a,b),  and  two  with  plain  backgrounds  (one  in  Kansas 
City). 

HISTORY 

Probably  in  the  Landolfo-Carcano  sale,  Hotel  Drouot,  Paris, 

November  28— December  2, 1921,  nos.  605,  606. 
Bequeathed  to  the  MMA  by  Lucy  Work  Hewitt  of  Paris,  1934. 

PUBLICATIONS 

MMA  Annual  Report  193s,  p.  3 1.  Mentioned. 

H.B.W.  [Harry  B.  Wehle]  and  J.G.P.  [John  Goldsmith  Phillips]. 
"Bequest  of  Lucy  Work  Hewitt."  MMA  Bulletin  30  (1935) 
pp.  91, 92,  illus.  [63a].  Arms  identified  as  those  of  the  Greder 
family  of  Neufchatel,  said  to  be  "probably  from  the  first  half 


of  the  eighteenth  century,  and  very  likely  of  French  manufac- 
ture." 

Standen,  Edith  A.  "Some  Beauvais  Tapestries  Related  to 
Berain."  Acts  of  the  Tapestry  Symposium,  November  1976. 
San  Francisco,  1979,  pp.  216,  217,  fig.  13.  Relationship  to 
Berain  noted,  probably  made  for  Francois  Laurent  Greder, 
1691—94,  perhaps  in  Paris. 

NOTES 

1.  Jean  Tricou  and  D.  L.  Galbreath,  "Les  documents  heraldiques  du 
Musee  des  Tissus  de  Lyon,"  Archives  Heraldiques  Suisses  45 
(1931)  p.  153.  The  same  arms  appear  on  an  embroidery  in  the 
Musee  des  Tissus,  Lyon;  the  swan's  leg,  however,  is  reversed. 
Swans  are  shown  as  supporters  and  as  the  crest.  The  coronet  is 
incorrectly  described  as  that  of  a  duke.  J.  B.  Rietstap,  Armorial 
General  (1884,  1887;  reprint  of  1950  ed.,  Baltimore,  1972)  s.v. 
"Greder,"  calls  the  bird's  leg  that  of  an  eagle,  but  gives  the  crest  as  a 
swan,  "le  vol  leve."  Three  large  wool  embroideries  on  red  grounds 
in  the  National  Museum,  Stockholm,  have  the  same  arms  as  central 
features. 

2.  Baron  de  Zur-Lauben,  Histoire  militaire  des  Suisses  au  Service  de 
France  (Paris,  175 1)  vol.  3,  pp.  16—18,  78—81. 

3 .  Das  Biirgerhaus  in  der  Schweiz,  vol.  31,  Kanton  Solothurn  (Zurich, 
192,9)  p.  XLI. 

4.  Michel  Antoine,  Les  Manufactures  de  tapisserie  des  dues  de  Lor- 
raine au  XVIIIe  siecle  (1698-1737)  (Nancy,  1965)  p.  56  pis.  xxn, 

XXIII,  XXV,  XXVI. 

5.  Roger- Armand  Weigert,  French  Tapestry,  trans.  Donald  and 
Monique  King  (London,  1972)  p.  147;  Antoine,  Les  Manufactures 
de  tapisserie  des  dues  de  Lorraine,  pp.  5 1-53. 

6.  The  Carcano  family  of  Milan  has  arms  of  a  swan  under  a  battle-ax 
(Rietstap,  Armorial  General,  s.v.  "Carcano"). 
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64  Berain  Grotesques 


Five  pieces  from  a  set 


a  The  Camel 

b  Musicians  and  Dancers 

c  The  Elephant 

d  The  Offering  to  Bacchus 

e  Violin  and  Lute  Players 

French  (Beauvais);  designed  by  Jean  Baptiste  Monnoyer 
(163  6-1699)  in  the  style  of  Jean  Berain  I  (1 640-1 711), 
about  1685-89;  woven  under  the  direction  of  Philippe 
Behagle  ( 1 64 1-1 705 )  or  his  son  of  the  same  name  (in  charge 
of  the  manufactory,  with  his  mother,  until  171 1)  in  the  late 
seventeenth  or  early  eighteenth  century. 

Weaver's  name  on  64b. 

Wool  and  silk. 

64a  9  ft.  2  in.  x  17  ft.  4  in.  (2.79  m  x  5.28  m); 
64b  9  ft.  10  in.  x  16  ft.  8  in.  (3  m  x  5.08  m); 
64c  9  ft.  9  in.  x  15  ft.  2  in.  (2.97  m  x  4.62  m); 
64d  9  ft.  7  in.  x  6  ft.  8  in.  (2.92  m  x  2.03  m); 
64c  9  ft.  9  in.  x  6  ft.  4  in.  (2.97  m  x  1.93  m). 
21-27  warps  per  inch,  8-9  per  centimeter. 
Gift  of  John  M.  Schiff,  1977  (1977.437. 1—5). 

DESCRIPTION 

All  pieces  of  the  series  have  a  dull  yellow  ground,  the 
color  called  in  France  "tabac  d'Espagne,"  sometimes 
translated  as  "Havana  yellow."  The  framework  of  each 
design  is  basically  similar,  showing  intense  blue  fantastic 
spindly  columns  decorated  in  orange-brown;  these  rise 
from  marble  bases  in  variegated  tones  of  red,  blue,  pink, 
white,  purple,  and  gray,  standing  on  short,  pointed, 
orange-brown  feet.  They  support  platforms  of  similarly 
colored  marble,  from  which  fall  massive  fringed  draperies 
and  above  which  are  usually  leafy  arbors.  At  the  top  of 
each  piece  of  64a— e  are  marble  bars  in  the  same  colors  as 
the  platforms;  in  64^  the  Offering  to  Pan  from  another 
set,  this  feature  appears  some  distance  below  the  top.  The 
tiled  floors  are  in  shades  of  pale  pink  and  gray,  with  brown 
and  darker  gray  in  the  distance,  and  occasional  black  tiles. 
A  band  of  dark  pink  separates  the  floor  from  the  lower 
border  in  64a-e;  taller  examples  of  the  series,  such  as  64^ 
show  one  or  more  flights  of  steps  leading  up  to  the  floor 


with  balls  at  the  top  of  them  and  trellises  with  dark  green 
foliage  at  either  side.  Sometimes  part  of  a  garden  is  visible 
at  the  foot  of  the  steps.  Whenever  there  are  pairs  of  vases 
or  baskets  of  flowers,  each  member  of  the  pair  differs  from 
the  other. 

The  borders  of  64  a— e  have  white  or  pale  gray  grounds, 
with  inner  and  outer  bands  of  classical  ornament  in  shades 
of  brown,  red-brown,  orange,  and  yellow.  The  side  bor- 
ders are  the  same  on  all  five  pieces.  In  the  center  is  a  seated 
Chinaman,  very  like  the  emperor  in  66;  he  is  in  crimson 
and  brown,  with  blue  trousers  and  red  shoes,  and  holds  a 
red  parasol  lined  with  dark  pink.  Above  the  dark  blue  and 
green  striped  niche  in  which  he  sits  are  red  and  blue  feath- 
ers and  a  swag  of  red  drapery.  On  this  are  two  birds,  one  a 
parrot  with  blue  wings.  A  winged  figure  with  brown  wings 
rises  from  a  blue  sheath  and  holds  brown  lazy  tongs  above 
her  head;  these  support  a  basket  of  red,  blue,  purple,  pink, 
yellow,  and  green  leaves  and  flowers.  Below  the  seated 
Chinaman  is  a  head  with  a  blue  cap,  red  drapery,  and  gray 
wings,  and  a  blue  peacock  with  red-brown  wings  and  a 
green  and  pink  tail.  At  each  lower  corner  is  a  satyr  with 
pink  drapery  and  gray  legs  and,  below  him,  panpipes 
dangling  on  a  blue  ground  (see  detail). 

In  the  center  of  each  horizontal  border  is  a  reclining 
Chinaman  in  purple  and  brown  with  red  trousers  and  a 
blue  cloak;  he  is  inside  a  red  tent  lined  with  dark  blue  and 
brown  stripes  (see  detail).  At  his  side  is  a  table  with  a 
purple  cloth  supporting  a  pale  yellow  vase  and  two  blue 
and  white  cups.  Outside  the  tent  is  a  bunch  of  blue-green 
feathers  on  either  side  and  an  orange-brown  censer.  All 
the  motifs  of  the  borders  are  linked  by  strapwork,  scrolls, 
drapery,  and  garlands  in  yellow-green,  red,  blue,  pink, 
pale  yellow,  purple,  green,  and  gray.  The  lower  borders  on 
the  wide  tapestries  (64a,  b,  c)  show,  on  either  side  of  the 
censers,  a  bearded  head  with  horns  from  which  curl  crim- 
son scrolls  under  an  orange-brown  rectangle  of  strapwork 
and  a  red  and  blue  parasol-like  canopy.  A  feathered  oval 
in  blue,  gray,  and  black  is  flanked  by  two  birds;  the  outer- 
most one,  which  is  red  and  cream,  holds  a  blue  snake  in  its 
beak  in  front  of  a  sphinx.  This  creature  has  a  flesh-colored 
face  and  breast,  yellow-brown  wings,  forelegs,  and  lion- 
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back,  and  red  and  cream  drapery.  On  64b  there  are  par- 
rots beyond  baskets  of  flowers  behind  the  sphinges,  blue 
and  cream  on  the  left,  red  on  the  right.  On  64a,  the  widest 
tapestry,  there  is  a  fair-haired  nude  female  half-length 
with  blue-green  drapery  rising  from  pink  and  blue  scrolls. 
The  guards  are  black  or  dark  blue.  Silk  is  lavishly  used 
throughout. 


SUBJECT 

The  name  Grotesques  de  Berain  was  not  given  to  the 
series  until  after  1850;  the  sets  apparently  usually  con- 
sisted of  three  horizontal  tapestries  with  the  modern  titles 
of  the  Animal  Tamers ,  the  Camel  {Le  Dromadaire),  and 
the  Elephant,  and  three  upright  ones,  called  the  Offering 
to  Bacchus,  the  Offering  to  Pan,  and  the  Musicians.1  Each 
horizontal  tapestry  normally  contains  three  groups  of  a 
few  figures,  each  upright  one  a  single  group;  there  are  also 
three  less  frequently  found  groups  of  two  figures:  a  cello 
player  with  a  dancing  girl  holding  a  triangle,  a  lute  player 
with  a  dancing  girl,  and  a  violinist  with  a  lute  player  (64c), 
woven  as  upright  tapestries.  But  sometimes  the  groups 
were  combined  differently,  as  in  64b,  which  consists  of  the 
Musicians  in  the  center,  flanked  by  two  groups  from  the 
Elephant,  and  64a,  which  has  the  Musicians  instead  of  its 
usual  central  group.  In  this  instance,  the  changes  caused 
repetitions  of  groups  on  different  pieces  of  the  same  set; 
possibly  they  were  made  because  cartoons  for  the  usual 
figures  were  in  use  on  other  looms.  It  is  clear  that  no 
precise  significance  was  accorded  to  the  subjects,  which 
are  "grotesques"  in  the  sixteenth-century  meaning  of  the 
word.  There  is,  however,  a  general  sense  that  the  figures 
are  performing  on  a  stage:2  the  costumes  are  certainly 
theatrical  and  the  lute  player  in  64c  wears  a  half-mask.  It 
has  been  stated  that  some  characters  from  the  Commedia 
dell'Arte  are  represented,5  but  the  resemblances  are  not 
close  enough  for  these  to  be  identified. 


SOURCE  OF  THE  DESIGNS 

The  designer  of  the  set  of  six  Beauvais  Grotesques,  "du 
goust  de  celle  des  Gobelins  faite  sur  les  desseins  de 
Raphael,  de  Rome,"  is  named  as  "Baptiste,  excellent  pein- 
tre  et  dessignateur  d'ornement  icy,"  in  a  letter  of  January 
7,  1695,  from  Daniel  Cronstrom  in  Paris  to  Nicodemus 
Tessin  in  Sweden.4  This  is  the  usual  way  in  which  his 


contemporaries  referred  to  Jean  Baptiste  Monnoyer,  the 
flower  painter  who  left  Paris  for  London  in  1690  to  work 
at  Montagu  House.5  There  is  no  doubt,  however,  that 
Monnoyer  designed  this  tapestry  series  under  the  influ- 
ence of  Jean  Berain,  who  may  even  have  provided  prelimi- 
nary sketches.6  Berain  did,  in  fact,  design  a  border  spe- 
cifically for  the  set  that  was  made  to  be  sent  to  Sweden; 
Cronstrom  wrote  on  May  20/ 10, 1695 :  "je  fais  mettre  a  la 
Grotesque,  une  bordeure  d'un  goust  grotesque  du  dessein 
de  Berain,  a  bastons  rompus  rouges  sur  un  fond  bleu,  au 
lieu  d'une  bordeure  ordinaire  de  feuilles  de  persil  tour- 

nantes  sur  un  fond  bleu  "7 

A  memorandum  of  173 1  lists  a  "tenture  du  dessein  de 
Grotesques,  avec  petites  figures  chinoises,  par  Batiste  et 
Vernensal,"8  perhaps  this  series  with  the  chinoiserie  bor- 
der. The  resemblance  between  the  Chinamen  in  the  up- 
right borders  of  64a— e  and  the  emperor  of  66  suggests 
that  Vernansal  may  have  designed  the  chinoiserie  borders. 
The  figures  in  them  are  markedly  superior  to  those  of  the 
central  scenes.9  These  borders  were  not  mentioned  in  the 
1695  letter  of  Cronstrom  to  Tessin  quoted  above,  which 
suggests  that  they  were  not  then  available. 


WEAVER  AND  DATE 

The  mark  on  64b  shows  that  6^—t  were  woven  while 
the  Beauvais  manufactory  was  under  the  direction  of 
Philippe  Behagle,  1684-1705,  or  of  his  widow  and  son, 
1705— 1 1.  The  series  is  known  to  have  been  woven  before 
1689,  as  Behagle  was  forced  in  that  year  to  pawn  to  a 
creditor  several  pieces  of  a  series  "representant  des  gro- 
tesques a  petit  personnages"  \  though  these  were  "re- 
haussees  d'or,"  and  gold  has  not  been  found  on  any 
tapestries  of  this  series,  they  were  probably  examples  of 
the  Berain  Grotesques.10  The  vogue  for  a  yellow  ground 
at  this  period  is  confirmed  by  its  use  on  Savonnerie  carpets 
and  screen  panels  after  about  168  6. 11 

RELATED  TAPESTRIES 

What  may  very  probably  be  a  sixth  piece  of  the  set 
64a-e  is  a  Pan  in  the  Musee  des  Arts  Decoratifs,  Paris.12  It 
has  an  exactly  similar  chinoiserie  border  and  the  design  is 
cut  off  at  the  same  places  at  the  top  and  the  bottom. 

Several  sets  of  six  pieces,  presumably  complete,  are 
known.13  One  consisting  of  the  Animal  Tamers,  Camel, 
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Elephant,  Bacchus,  Pan,  and  Musicians  is  in  Schloss 
Bruchsal,  a  branch  of  the  Badisches  Landesmuseum, 
Karlsruhe;  it  has  chinoiserie  borders.  A  similar  set  with 
framelike  borders  of  heavy  gadrooning  was  in  the  Mrs.  C. 
E.  M.  Shelswell- White  sale,  Christie's,  London,  No- 
vember 22,  1956  (nos.  137—42,  Musicians  and  Elephant 
illus.).  Six  pieces,  also  with  framelike  borders,  are  in  the 
Musee  des  Tapisseries,  Aix-en-Provence.  Here  the  three 
wide  pieces  are  the  less  frequently  found  scene  of  the  man 
playing  a  cello  and  the  dancing  girl  with  a  triangle,14  Pan, 
and  Bacchus;  the  uprights  are  the  Musicians,  the  man  with 
four  dogs  from  the  right  side  of  the  Animal  Tamers,  and 
the  lute  player  and  the  dancing  girl  with  cymbals.15  Six 
pieces  formerly  in  the  Clarence  H.  Mackay  collection  are 
all  upright  panels,  each  with  a  single  group;  they  show  the 


Musicians,  Pan,  Bacchus,  the  central  scene  of  the  Camel, 
and  the  center  and  left  side  of  the  Elephant.  Pan,  Bacchus, 
and  the  centers  of  the  Camel  and  the  Elephant  were  sold  at 
Christie's,  July  27,  1939  (no.  114,  Pan  illus.);  a  seventh 
piece  from  this  set,  the  right  side  of  the  Animal  Tamers,  is 
in  the  Victoria  and  Albert  Museum;16  the  set  is  said  to 
have  originally  included  eight  pieces.17 

Smaller  sets  and  individual  examples  are  said  to  bring 
the  total  number  of  known  pieces  of  the  series  to  about 
1 50. 18  Of  the  subjects  not  included  in  64,  an  example  of 
the  central  group  of  the  Animal  Tamers  is  in  the  Fine  Arts 
Museums  of  San  Francisco.19  This  has  a  chinoiserie  bor- 
der, but  cannot  be  from  the  same  set  as  64a— e  since  part  of 
the  leafy  trellis  appears  at  the  bottom.  Another  Animal 
Tamers  with  a  chinoiserie  border  was  sold  at  Christie's, 
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June  22, 1939  (no.  159),  but  it  was  10  feet,  3  inches  high. 
The  usual  center  of  the  Camel  (64a),  a  huge  vase  of  flowers 
with  a  gesticulating  man  and  a  peacock,  surmounted  by 
the  two  children  on  ropes  of  64c,  is  found  on  almost  all 
other  examples  of  the  subject.  The  Cello  and  Triangle 
Players  is  at  Aix,  the  Fine  Arts  Museums  of  San  Francisco, 
and  the  castle  of  Namest  in  Czechoslovakia.  The  lute 
player  of  64c  and  a  dancing  girl  with  cymbals  are  on  a 
piece  at  Aix.  Two  entrefenetres^  one  with  tambourine  and 
lute  players,  the  other  with  triangle  and  viol  players,  were 
sold  at  the  Palais  d'Orsay,  Paris,  November  25, 1977  (no. 
75,  illus.),  and  were  owned  by  the  London  dealer  Victor 
Franses  in  1983. 

Two  entrefenetres  with  yellow  grounds,  the  reclining 
man  of  the  chinoiserie  border  at  the  top,  and  representa- 
tions of  Summer  and  Autumn  in  the  center  were  sold  at  the 
Nouveau  Drouot,  Paris,  December  12,  13,  1983  (no.  90, 
illus.).  Some  other  unusual  variants  of  the  designs  have 
been  published,  such  as  an  Animal  Tamers  in  the  V.  Klotz 
sale,  Galerie  Jean  Charpentier,  Paris,  June  21,  1935  (no. 
79,  illus.),  sold  again  at  the  Palais  Galliera,  Paris,  March 
30,  1965  (no.  146,  illus.),  and  now  in  the  Chateau  de 
Seneffe,  Belgium,  in  which  the  men  and  lions  in  the  center 
are  replaced  by  Thalia  seated  on  a  throne.  A  set  of  six 
pieces,  described  as  "des  grotesques,  fond  feuille  morte, 
fabrique  de  Beauvais"  with  the  arms  of  Charles  Maurice 
Le  Tellier,  Archbishop  of  Reims,  was  listed  in  the  inven- 
tory taken  after  his  death  in  1710.20 

For  the  furniture  upholstery  made  to  accompany  this 
series,  see  65. 

A  set  of  six  embroidered  panels  was  sold  at  Sotheby's, 
London,  June  28,  1929  (no.  159,  all  illus.),  and  at  Chris- 
tie's, July  10, 1975  (nos.  153,  two  illus.);  their  designs  are 
based  on  the  tapestries  of  this  series,  especially  the  taller 
sets,  such  as  that  to  which  64f  belongs.  One  piece  shows 
the  violinist,  tambourine  player,  and  tightrope  walker  of 
the  Camel  (64a)  with  the  setting  and  tambourine  player  of 
Pan  (64f).21 

Imitations  of  the  series  were  made  at  Berlin  by  the 
weaver  Jean  Barraband  II  in  the  early  eighteenth  century, 
usually  reversed  and  much  simplified.  Two  complete  sets 
of  three  large  pieces  and  four  entrefenetres  are  known.22 


HISTORY 

Said  to  have  been  in  the  collection  of  Prince  Murat.23  The  set 


was  apparently  in  France  before  1909,  when  64c  and  64d 

were  published  there. 
In  the  Mortimer  L.  Schiff  sale,  Christie's,  London,  June  22,  23, 

193  8,  no.  75,  Bacchus  and  Camel  illus. 
In  the  John  M.  Schiff  collection  before  1957. 
Given  to  the  MMA  by  John  M.  Schiff,  1977. 


PUBLICATIONS 

Badin.  Beauvais,  illus.  facing  p.  12,  Bacchus  (as  in  the  Musee 
des  Arts  Decoratifs,  an  error);  pL  facing  p.  16,  Elephant  (no 
location  given). 

MMA  Annual  Report  1977—1978,  pp.  39, 41,  illus.  p.  40  [64d], 
Mentioned  among  gifts  of  the  year. 

Standen,  Edith  A.  "Some  Beauvais  Tapestries  Related  to  Berain." 
Acts  of  the  Tapestry  Symposium,  November  1976.  San  Fran- 
cisco, 1979,  pp.  209-13,  figs.  1  [64a],  4  [64d].  Series  de- 
scribed, Guy  Vernansal  suggested  as  possible  designer  of 
chinoiserie  borders,  relationship  to  Berain  prints  illustrated. 

MMA  Notable  Acquisitions  1975—1979.  New  York,  1979,  pp. 
40, 41,  illus.  [64c]. 

Standen,  Edith  A.  "Studies  in  the  History  of  Tapestry  1520- 
1790."  Apollo  114  (1981):  "IV.  Baroque  and  Regence"  pp. 
32-34,  pi.  iv  (color,  Camel),  fig.  5  (border  detail);  "VI.  Some 
Exotic  Subjects,"  p.  44,  fig.  3  (chinoiserie  border  detail). 


64a  The  Camel 

DESCRIPTION 

All  the  wide  pieces  of  the  set  (64a,  b,  c)  are  divided  into 
three  compartments,  each  enclosing  a  group  of  figures.  At 
the  left  and  right  of  each  piece  is  a  dull  pale  greenish 
brown  sphinx.  The  upper  sections  are  basically  alike, 
showing  two  arching  yellow-brown  arbors  of  dark  blue, 
green,  red,  and  cream-colored  vine  leaves  with  purple 
and  blue  grapes.  Trophies  of  red  and  blue  quivers  and  blue 
and  white  wreaths  hang  from  blue  ribbons  on  either  side 
of  a  central  structure  at  the  top  of  each  tapestry.  This 
includes  orange-brown  scrolls,  sprays  of  blue-green  leaves 
with  red  berries,  and  garlands  of  flowers  in  red,  pink, 
white,  yellow,  and  blue,  with  blue-green  leaves.  Beyond 
the  leafy  arches  are  orange-brown  vases  of  flowers;  below 
the  one  on  the  right  is  a  red  and  blue  parrot  eating  purple 
grapes. 

To  the  left,  on  64a,  behind  and  above  the  sphinx,  is  a 
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man  playing  an  orange-brown  harp;  he  wears  a  cream- 
colored  cap  and  a  blue  and  orange-brown  costume,  with  a 
red  cloak.  Below  him,  a  man  sitting  on  a  stool  playing  a 
violin  has  red  feathers  in  his  orange-brown  helmet,  a  red 
and  orange-brown  costume,  pink  stockings,  and  a  blue 
cloak.  A  dancing  jester  holding  a  tambourine  wears  a  pink 
cap  with  red,  white,  and  blue  feathers,  a  pink  and  blue 
costume,  and  brown  shoes.  He  has  orange-brown  bells 
attached  to  his  clothes.  Above  this  pair  is  a  ropewalker  in 
dark  pink,  with  blue  sleeves  and  leggings.  The  central 
compartment  shows  two  musicians  beside  a  table  covered 
with  a  dark  pink  cloth  fringed  with  yellow-brown;  on  it 
are  a  gray  bagpipe  and  a  pale  brown  violin.  The  standing 
man  playing  a  flute  is  in  red,  blue,  and  pink;  the  seated 
man  with  a  mandolin  has  pink  and  white  feathers  in  his 
red  and  blue  hat,  a  red  and  blue  costume,  and  red  shoes. 
On  the  far  right  is  a  seated  king  with  an  orange-brown 
crown  and  a  white  turban;  he  has  a  white  beard  and  wears 
a  blue-green  costume,  orange-brown  breeches,  red  leg 
coverings,  and  gray  gloves.  In  front  of  him  is  a  child  in  blue 
with  red  sleeves  and  dark  pink  drapery  holding  a  pale 
brown  feline  cub  on  pink  ribbons.  A  man  in  a  red  hat,  dark 
pink  costume,  and  blue  leggings  holds  a  pale  brown  camel 
on  a  pink  strap.  Blue  drapery  falls  from  the  king's  throne 
behind  a  spotted  cream  and  brown  leopard  lying  on  the 
ground  beside  some  bunches  of  red  and  purple  grapes 
with  dark  green  and  yellow  leaves. 

At  the  far  right  and  left  of  the  tapestry,  beyond  the 
sphinges,  are  white  vases  with  blue  ornaments  and  leaves. 
Behind  the  man  with  a  harp  is  a  brown  drapery  with  a  red 
and  pink  scale  pattern  inside,  dark  pink  outside.  A  blue 
wreath  with  white  flowers  hangs  from  dark  pink  cords  in 
front  of  it.  Above  the  ropewalker  are  swags  of  purple- 
lined  red  drapery  with  an  orange-brown  fringe  and  orna- 
mentation. Two  blue  and  white  parrots  sit  on  the  central 
canopy  under  an  umbrella  form  in  blue,  lined  with  dark 
pink,  ornamented  with  pearls  and  blue  and  red  gems. 
There  is  a  similar  structure  over  the  camel,  with  a  hanging 
basket  of  red,  pink,  white,  and  blue  flowers  and  leaves, 
with  blue  ribbons  ending  in  tassels  replacing  the  rope- 
walker.  The  parrot  on  the  left  is  blue  with  touches  of  red, 
the  one  on  the  right  is  red  with  touches  of  blue.  The  drap- 
ery behind  the  king  is  like  that  behind  the  harpist,  except 
that  it  is  red  on  the  outside.  On  either  side  of  the  two 
musicians  in  the  center  is  an  orange-brown  vase  with  dark 
blue  foliage  and  red,  pink,  and  white  flowers.  Above  the 


table  is  a  blue  canopy  with  a  yellow-brown  fringe,  topped 
by  red,  gray,  and  white  plumes,  hanging  from  a  huge  dark 
blue-green  drapery  lined  with  dark  pink.  In  the  top  right 
and  left  corners  of  the  tapestry  are  trophies  of  musical 
instruments;  the  one  on  the  right  includes  a  white  tur- 
baned  mask. 

CONDITION 

Parts  of  the  guards  are  replacements.  There  are  small 
repaired  areas  in  the  background.  Sections  of  the  floor 
have  bare  warps,  some  coarsely  repaired.  Many  slits  have 
been  badly  joined. 

RELATED  TAPESTRIES 

Unless  otherwise  noted,  all  the  other  versions  of  the 
Camel  listed  below  have  the  peacock  and  vase  of  flowers 
as  a  center,  with  the  two  winged  children  on  slack  ropes 
above  that  are  found  on  64c  An  example  in  the  Louvre 
has  no  border;  it  is  taller  than  64a,  showing  the  steps  and 
greenery  at  the  base.24  A  piece  in  the  set  at  Bruchsal  has  a 
chinoiserie  border  with  heads  in  the  upper  corners;  it  has 
the  areas  above  the  marble  bar  at  the  top,  but  ends  below 
at  the  same  place  as  64a.25  Chinoiserie  borders,  but  with 
squirrels  in  the  upper  corners,  are  found  on  a  set  of  five 
pieces  in  the  castle  of  Namest,  Czechoslovakia  (offered  for 
sale  by  Sanz  Sagaseta,  American  Art  Association,  April 
28,  29, 1922  [nos.  357-61,  all  illus.] ).  All  are  much  taller 
than  64a  with  a  large  and  elaborately  designed  area  above 
the  marble  bar  and  a  single  step  with  some  greenery  at  the 
bottom.  The  Camel  in  this  set  is  also  wider,  with  an  extra 
figure  at  each  side  beyond  the  blue-and- white  vases;  they 
are  a  boy  with  cymbals  and  the  dancing  man  playing  a  lute 
seen  in  64c.  Sets  of  four  in  the  Victoria  and  Albert  Mu- 
seum, London  (inv.  no.  T. 5 3 -19 5 5), 26  and  of  five  in  the 
Stockholm  Town  Hall  both  have  heavy  gadrooned  bor- 
ders. The  Stockholm  set  Camel  is  very  tall,  showing  a  large 
area  above  the  bar  at  the  top  and  complete  flights  of  steps 
at  the  base;27  the  London  example  is  much  shorter  and 
narrower  than  64a,  omitting  the  harpist  and  the  king  at 
the  sides.  A  version  in  the  Mobilier  National,  Paris,  has  a 
chinoiserie  border.28  Large  twisting  leaves  form  the  bor- 
der of  the  tapestry  in  the  Minneapolis  Institute  of  Arts, 
which  has  the  area  above  the  upper  bar.29  Two  with  nar- 
row borders  are  at  Firle  Place,  Sussex,  owned  by  Viscount 
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Detail  of  64a 


Gage;  both  have  flights  of  steps  at  the  bottom.30  The  Paris 
dealer  Dario  Boccara  owned  a  borderless  example  in 
1971;  it  has  the  area  above  the  bar  at  the  top,  but  no 
steps.31  The  bastons  rompus  border  appears  on  a  piece  in 
Kronborg  Castle,  Denmark,  signed  by  Behagle;  it  has  the 
area  above  the  bar  and  steps  in  the  foreground.32  One  in 
the  British  Embassy,  Brussels,  has  the  area  above  the  mar- 
ble bar  at  the  top,  no  steps  in  the  foreground,  and  a  border 
of  large  twisting  leaves.33  The  bastons  rompus  border  ap- 
pears on  a  Camel  sold  at  the  Galerie  Georges  Petit,  Paris, 
November  28, 1927  (no.  in,illus.);  it  has  the  area  above 
the  upper  bar,  but  no  steps.  The  same  sale  included  an 
example  with  the  same  borders  with  scrolling  leaves  as 
(no.  112,  illus.);  the  central  motif  is  missing.  There  was  an 
example  in  the  Shelswell-White  sale  (no.  142,  illus.);  it  is 


tall  and  has  a  small  dog  on  the  flight  of  steps  on  the  left. 
The  same  rolling  leaf  border  is  seen  on  a  tapestry  owned 
by  the  Turin  dealer  Giuseppe  Cohen  in  1961. 34  A  piece 
sold  at  Parke-Bernet,  New  York,  December  17, 18,  1943 
(no.  1943,  illus.),  has  a  narrow  border,  the  area  above  the 
bar,  complete  flights  of  steps  with  a  dog  on  the  left-hand 
one,  and  parts  of  three  flower  beds  in  the  lower  center.  A 
borderless  example,  ending  above  at  the  same  place  as  64a 
but  with  steps  and  greenery  in  the  foreground,  was  sold  at 
the  Galerie  Georges  Petit,  December  13,  1929  (no.  24, 
illus.),  and  at  the  Galerie  Charpentier,  Paris,  May  21, 
1957  (no.  46,  illus.).  Another  borderless  piece  with  the 
area  above  the  upper  bar,  but  no  steps  or  greenery,  was  in 
the  Mme  Dubernet  Douine  sale  at  the  Galerie  Charpentier, 
April  11, 12, 1946  (no.  128,  illus.),  a  Palais  Galliera  sale, 
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April  10,  1962  (no.  161,  illus.),  and  was  sold  again  at 
Sotheby  Parke  Bernet  Monaco,  December  4—6, 1983  (no. 
228,  illus.). 

An  apparently  unique  version  was  sold  at  the  Palais 
Galliera,  Paris,  April  1,  2, 1963  (no.  191A,  illus.);  this  has 
the  usual  right-hand  group  of  the  king  and  the  camel,  but 
in  the  center  are  the  dancing  man  playing  a  lute  and  the 
girl  with  cymbals  found  as  a  separate  panel  in  Aix.35  On 
the  left  are  a  seated  man  playing  a  lute,  a  man  playing  a 
double  pipe,  and  a  girl  with  a  tambourine.  There  is  a  dog 
on  the  steps  and  three  flower  beds.  Fragments  with  the 
two  figures  on  the  left  of  64  a  were  owned  by  the  Munich 
dealer  L.  Bernheimer  in  1928,36  and  a  standard  central 
compartment  was  in  the  Mackay  collection;37  the  latter 
was  sold  at  Christie's,  July  27, 1939  (no.  114). 

The  two  men  at  a  table  in  the  center  are  usually  found  as 
a  separate  tapestry  called  the  Musicians.  There  are  exam- 
ples in  the  Stockholm,  Aix,38  Bruchsal,39  and  Victoria  and 
Albert  Museum  sets,  as  well  as  in  the  Fine  Arts  Museums 
of  San  Francisco  and  the  Louvre.  The  piece  formerly  in  the 
Thyssen-Bornemisza  collection,  Schloss  Rohoncz,40  was 
sold  at  Christie's,  May  17,  1968  (no.  14,  illus.),  and 
bought  back  by  the  Sammlung  Thyssen-Bornemisza,  Ca- 
stagnola.  It  ends  shortly  above  the  drapery  above  the  ta- 
ble, but  has  two  birds  qn  the  floor  and  part  of  three  flower 
beds  at  the  bottom.  Other  examples  that  have  appeared  in 
auction  sales  include  one  with  a  chinoiserie  border  in  the 
Baron  Leonino  sale,  Galerie  Jean  Charpentier,  Paris, 
March  18, 1937  (no.  230,  illus.),  sold  again  at  Sotheby's, 
July  6,  1956  (no.  20,  illus.),  and  at  Christie's,  March  19, 
1970  (no.  130,  illus.).  Two  others  with  this  border  were 
sold  at  the  Nouveau  Drouot,  Paris,  December  12,  13, 
1983  (nos.  88,  89,  illus.).  The  bastons  rompus  border  is 
found  on  the  piece  in  the  former  Clarence  Mackay  collec- 
tion,41 on  one  lent  by  Don  Celedonis  Pereda  to  the  Expo- 
sition de  tapices  at  the  Museo  Nacional  de  Arte  Decora- 
tivo,  Buenos  Aires,  1939  (cat.  no.  62),  another  sold  at 
Sotheby's,  March  17,  1950  (no.  138,  illus.),  and  again  at 
Sotheby  Parke  Bernet  Monaco,  June  24,  1976  (no.  120, 
illus.),  with  two  birds  above  the  upper  bar,  and  one  sold  at 
the  Galerie  Charpentier,  Paris,  May  30, 1949  (no.  107b). 
The  example  in  the  Shelswell-White  sale  (no.  138,  illus.) 
has  the  birds  above  and  the  trellis  with  greenery  below.  A 
tall  piece  with  heavy  turning  leaves  in  the  border  was  sold 
at  the  Palais  Galliera,  Paris,  December  3,  1969  (no.  145, 
illus.). 


The  embroidered  panel  sold  at  Christie's,  July  10, 1975 
(no.  153,  illus.),  shows  three  of  the  figures  of  the  left  sec- 
tion of  64a,  with  the  tambourine-playing  girl  on  the  far 
left  of64f. 


64b  Musicians  and  Dancers 

DESCRIPTION 

On  the  left,  a  girl,  turning  her  back,  plays  a  triangle;  she 
has  a  green  blouse,  yellow-brown  sleeves  with  blue-green 
puffs,  a  red  skirt,  and  violet  leg  coverings.  Beside  her,  a 
dancing  jester  holds  panpipes  to  his  lips;  he  has  a  dark 
pink  cap  and  coat  over  blue  breeches,  and  pink  leg  cover- 
ings, all  ornamented  with  bells.  In  the  center  is  the  same 
pair  of  musicians  at  a  table  found  on  64a  in  a  similar 
setting.  On  the  right  is  a  dancing  boy  wearing  a  blue  hat 
with  red  feathers,  a  blue  jacket  with  pink  sleeves,  red  leg- 
gings, and  pale  yellow  gloves;  he  plays  a  small  trumpet 
and  holds  another  one.  The  girl  beside  him,  holding  a 
thyrsus,  has  a  red  and  yellow  jacket,  a  green  skirt  deco- 
rated in  red  and  yellow,  and  a  pink  and  lavender  scarf.  On 
the  floor  is  a  leopard  and  grapes  as  in  64a. 

Above  the  couples  at  the  left  and  right  are  red-brown 
bars  supporting  swags  of  dark  blue-green  drapery.  Above 
these  are  smoking  censers,  blue  ribbons,  and  red  and  blue 
umbrella  forms.  Below  them  are  red  and  orange-brown 
shield-shaped  medallions  with  heads  and  sprays  of  dark 
blue  leaves  and  red  berries.  Behind  the  sphinx  on  either 
side  of  the  tapestry  is  a  large  basket  of  red,  pink,  white, 
blue,  and  lavender  flowers  with  blue-green  leaves.  Beyond 
them  are  blue  and  white  vases  as  in  64a.  The  upper  part  of 
the  tapestry  is  like  64  a,  without  the  musical  trophies  on 
either  side.  In  the  innermost  band  of  the  border,  under  the 
leopard,  is  the  inscription  in  dark  red-brown:  behagle. 

condition 

Some  areas  of  repair  are  visible,  especially  in  the  left 
background.  Bare  warps  in  parts  of  the  floor  have  been 
coarsely  sewn  up. 


447 


RELATED  TAPESTRIES 

The  central  motif  is  usually  found  as  a  separate  tapestry 
called  the  Musicians  (see  64a).  The  couples  at  left  and 
right  usually  accompany  an  elephant  in  the  center  (see 
64c). 


64c  The  Elephant 

DESCRIPTION 

The  central  section  shows  a  dark  brown  and  gray  ele- 


phant with  red,  blue,  and  orange-brown  trappings.  On  its 
back,  a  boy  blowing  a  trumpet  has  a  blue  cap,  white  shirt, 
red  cloak,  and  red  breeches.  The  animal  is  led  by  a  man  in 
dark  pink  with  a  red  hat  and  leggings.  Vines  with  red  and 
purple  grapes  twine  around  blue  columns  in  the  back- 
ground and  there  are  swags  of  red  drapery,  decorated  and 
fringed  in  orange-brown,  on  either  side.  The  remainder  of 
the  tapestry  is  like  64b,  except  that  there  are  no  vases 
beyond  the  sphinges  and  no  signature. 


CONDITION 

There  are  small  areas  of  repair. 
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RELATED  TAPESTRIES 

All  examples  of  the  Elephant,  except  as  noted,  have  the 
same  figures  at  the  sides.  The  subject  is  included  in  the 
Stockholm  and  Bruchsal  sets;42  the  one  in  the  latter  set  is 
taller  than  64c,  with  an  area  above  the  marble  bar  at  the 
top.  The  piece  in  the  Victoria  and  Albert  Museum  (inv.  no. 
T. 54-195 5)  is  much  lower  and  narrower,  being  cut  off 
just  above  the  marble  framework  over  the  elephant  and 
just  outside  each  couple  at  left  and  right;  two  steps  appear 
on  each  side  at  the  bottom,  however.  An  example  in  the 
Art  Institute  of  Chicago  has  the  bastons  rompus  border;  it 
is  taller  than  64c,  with  the  area  above  the  marble  bar.43 
The  Elephant  in  the  British  Embassy,  Brussels,  is  like  the 


Camel  of  the  same  set.44  The  example  in  the  Shelswell- 
White  sale  (no.  141,  illus.)  is  also  tall  and  has  steps  and 
greenery  at  the  bottom.  One  sold  at  Parke-Bernet,  Octo- 
ber 13-15,  1949  (no.  551,  illus.),  has  a  framelike  border 
and  complete  flights  of  steps.  A  borderless  piece  with  the 
upper  area,  but  no  steps,  was  owned  by  the  Munich  dealer 
L.  Bernheimer  in  1928 ;45  it  may  be  identical  with  the  one 
sold  at  Sotheby's  March  20, 1959  (no.  56,  illus.,  printed  in 
reverse),  and  is  certainly  the  piece  sold  at  Sotheby  Parke 
Bernet  Monaco,  July  25, 1984  (no.  3  248,  illus.).  The  piece 
in  Namest  Castle  is  tall.  An  example  with  a  chinoiserie 
border  was  in  the  de  Bondy  sale,  Galerie  Georges  Petit, 
Paris,  May  20,  21,  1890  (no.  147,  illus.),  and  was  sold 
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again  at  the  Hotel  Drouot,  June  19, 1978  (no.  130,  illus.); 
it  is  cut  off  at  the  upper  bar  but  has  two  flights  of  steps 
below.  One  sold  at  the  Palais  Galliera,  Paris,  April  9, 1976 
(no.  117,  illus.),  and  owned  by  the  Paris  dealer  Dario 
Boccara  later  in  the  year,  has  the  upper  area,  but  no  steps; 
the  large  turning-leaves  border  includes  six  blank  medal- 
lions. These  also  appear  on  an  example  sold  at  the  Palais 
d'Orsay,  Paris,  December  5,  1979  (no.  117,  illus.);  it  has 
two  flights  of  four  steps. 

An  unusual  Elephant  was  owned  by  the  Paris  dealer 
Dario  Boccara  in  197 1.  On  the  left,  a  roistering  couple 
approach  a  statue  of  Bacchus  and  above  them  and  above 
the  group  on  the  right  heart-shaped  medallions  with 
feathered  heads  replace  the  canopies  with  parrots.  Both 
flights  of  steps  are  seen  in  full,  with  a  white  dog  on  the 
left-hand  one,  and  there  are  garden  beds  in  front  of  the 
leafy  trellis.  There  is  a  gadrooned  border.46  The  right  por- 
tion only  from  the  Clarence  Mackay  collection  is  in  the 
Museo  Lazaro  Galdiano,  Madrid.47  The  center  with  the 
elephant  was  also  a  separate  tapestry  in  the  Mackay  set.48 
The  Louvre  has  a  fragment  (inv.  no.  OA  9267),  showing 
the  right  side  only. 

The  elephant,  reversed  and  considerably  altered,  ap- 
pears on  one  of  the  Berlin  adaptions  of  this  series.49 


64d  The  Offering  to  Bacchus 

DESCRIPTION 

The  statue  of  Bacchus  and  his  leopard  is  orange-brown; 
white  panpipes  hang  from  a  red  ribbon  above.  The  man 
on  the  left  playing  a  pipe  has  a  red  hat,  a  blue  and  pink 
costume,  and  red  shoes.  The  girl  crouching  on  the  right  is 
in  red,  pink,  and  yellow,  with  a  red  ribbon  in  her  hair.  The 
basket  in  front  of  her  is  yellow  with  red  and  blue  flowers. 
The  marble  walls  around  the  statue  are  red,  blue,  pink, 
white,  and  purple,  with  orange  scroll  forms  and  balls.  The 
pedestal  of  the  statue  is  gray,  pale  brown,  and  cream  col- 
ored. The  curtain  behind  the  statue  is  dark  pink  outside, 
orange-brown  with  a  scale  pattern  in  red  and  purple  in- 
side. The  roof  is  marble  like  the  walls  below.  It  supports 
an  orange-brown  trellis  covered  with  a  grapevine  in  green, 
blue-green,  red,  and  yellow,  with  red  and  purple  grapes. 
The  fan  shape  above  is  dark  pink  and  blue.  Swags  of 
jewels  in  red,  blue,  orange,  and  gray  fall  from  the  marble 


bar  at  the  top.  Candelabra  in  red,  blue,  purple,  and  orange 
rise  on  either  side,  with  a  gray  and  cream-colored  bird, 
with  touches  of  red,  at  the  top  of  each. 


CONDITION 

There  are  a  few  very  small  repairs  and  some  bare  spots 
on  the  guards. 


RELATED  TAPESTRIES 

An  Offering  to  Bacchus  in  the  Mobilier  National,  Paris, 
is  narrower  than  646.  and  omits  the  girl  with  a  basket;  it 
has  the  same  chinoiserie  border.50  One  in  the  Huntington 
Galleries,  Huntington,  West  Virginia,  has  a  border  of 
heavy  gadroons;  it  is  square,  being  cut  off  immediately 
above  the  roof  over  the  statue,  but  with  a  narrow  stretch 
of  leaves  at  the  base.51  There  are  no  borders  on  a  piece  in 
the  Louvre,  which  is  taller  than  646,  showing  two  smoking 
censers  above  the  bar  at  the  top  and  a  flight  of  steps  on 
either  side  at  the  bottom;  the  girl  is  walking  up  one  of 
these  with  her  basket  of  flowers  on  her  head.52  The  piece 
at  Aix  is  wider,  showing  a  trellis  of  grapevines  on  either 
side  with  flying  birds  above,  and  leaves  at  the  bottom.53 
That  in  the  Stockholm  Town  Hall  is  tall  but  very  narrow, 
including  the  censers  at  the  top  but  omitting  the  girl  with 
the  basket.  One  in  the  C.  L.  Davids  Samling,  Copenhagen, 
has  the  steps  and  greenery  at  the  bottom  and  is  slightly 
wider  than  646;  it  has  a  chinoiserie  border.54  The  same 
border  is  found  on  the  example  in  Schloss  Bruchsal,  which 
has  the  censers  above  the  bar,  but  no  steps.55  One  with  a 
chinoiserie  border  and  no  steps  is  in  the  Philippe  Aubertin 
collection,  Chateau  de  Feillet;56  it  may  be  the  piece  sold  at 
the  Galeriejean  Charpentier,  Paris,  June9, 1936  (no.  140, 
illus.).  There  is  a  chinoiserie  border  on  the  example  in  the 
castle  of  Namest,  Czechoslovakia;  it  is  much  taller  than 
646.  and  has  the  smoking  censers  and  the  girl  walking  up 
the  steps  on  the  right. 

Of  the  examples  that  have  appeared  in  auction  sales, 
one  with  chinoiserie  borders  was  sold  at  Christie's,  June 
22,  1939  (no.  159,  illus.),  at  Sotheby's,  December  16, 
1966  (no.  15,  illus.),  and  at  Christie's,  July  1, 1982  (no.  3, 
illus.),  and  was  owned  by  the  Munich  dealer  Bernheimer 
in  1983;  it  is  like  646,  except  that  the  trellis  and  leaves 
appear  at  the  bottom.  Examples  with  borders  of  bastons 
rompus  include  the  piece  formerly  in  the  Clarence 
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Mackay  collection,57  sold  at  Christie's,  July  27, 1939  (no. 
114);  it  is  wider  than  646,  with  vines  or  trellises  at  either 
side.  Others  were  sold  at  the  Galerie  Charpentier,  Paris, 
May  30,  1949  (no.  107c),  and  June  24,  1937  (no.  126, 
illus.) ;  the  latter  is  very  close  to  64d,  though  slightly  wider. 
An  example  with  a  border  like  was  in  the  Laurent- 
Richard  sale,  Galerie  Georges  Petit,  Paris,  May  28,  29, 
1886  (no.  1 5  5,  illus.);  it  is  taller  than  64 d,  with  the  censers 
above  and  the  steps  and  greenery  below.  A  version  was  in 
the  Cassel  van  Doom  sale,  Galerie  Jean  Charpentier,  Paris, 
May  30,  1956  (no.  130,  illus.);  it  has  the  eagle  on  top  of 
the  arbor  flanked  by  winged  female  busts  like  64^  the  girl 
climbing  the  steps,  and  scattered  flowers  with  two  birds 
on  the  floor.  A  borderless  example  was  owned  by  the  Paris 
dealer  Denise  Gateau  in  197 1 ;  it  is  tall  and  wide,  with  the 
censers,  the  trellises  on  either  side,  and  the  girl  climbing 
the  steps.  A  narrow  example  with  the  girl  in  this  position 
was  sold  at  the  Hotel  Drouot,  March  14,  1975  (no.  180, 
illus.).  A  nearly  square  piece  was  sold  at  Drouot-Rive 
Gauche,  May  23,  1978  (no.  170);  no  figures  other  than 
the  statue  and  no  borders  are  mentioned  in  the  descrip- 
tion. Two  examples  with  narrow  borders  were  owned  by 
the  Galerie  Dario  Boccara  in  1982. 

The  Bacchus  woven  by  Jean  Barraband  in  Berlin  shows 
a  statue  of  the  god  in  a  very  similar  but  simplified  setting, 
with  different  figures;  an  example  was  sold  at  Sotheby's, 
December  16, 1966  (no.  14,  illus.). 


64e  Violin  and  Lute  Players 

DESCRIPTION 

The  seated  violin  player  on  the  left  wears  an  orange 
helmet  with  red  feathers,  an  orange  costume  with  red 
sleeves,  and  a  blue  cloak.  The  dancing  lute  player  has  a  red 
plume  in  his  blue  and  red  turban,  a  blue  costume  with  red 
leg  coverings,  and  gray  shoes.  He  wears  a  brown  half- 
mask.  The  drapery  between  the  two  players  is  an  intense 
blue,  with  red.  Two  winged  small  boys  are  playing  on 
slack  ropes  above.  The  one  on  the  left  has  white  sleeves,  a 
red  bodice,  green  breeches,  and  blue  leg  coverings;  the 
other  has  white  sleeves,  lavender  bodice,  red  breeches,  and 
gray  leg  coverings.  Their  wings  are  white  with  red  spots. 
Below  them  is  a  basket  of  red,  yellow,  white,  pink,  and 


purple  flowers  with  green  and  blue-green  leaves.  The 
structure  to  which  the  ropes  are  tied  is  pink,  blue,  purple, 
and  gray,  with  orange-brown  scrolls.  The  ornamentation 
above  it  is  the  same  as  that  found  in  the  center  of  64a,  b, 
and  c,  with  the  addition  of  a  blue  peacock. 


CONDITION 

There  are  a  few  very  small  areas  of  repair. 

SOURCE  OF  THE  DESIGN 

The  lute  player  is  close  to  "Metzetiri"  in  Jacques 
Callot's  Balli  di  Sfessania  series  of  prints.58 


Detail  of  64e 


RELATED  TAPESTRIES 

The  seated  violinist  is  the  same  figure  as  the  one  seated 
at  the  left  of  the  Camel  (64a)  in  the  company  of  a  tam- 
bourine player.  The  lute  player  is  found  at  the  extreme 
right  of  the  very  wide  example  of  the  Camel  that  was  in  the 
Sanz  Sagaseta  sale  (no.  361,  illus.),  and  on  an  unusual 
piece  sold  at  Sotheby's,  December  7, 195 1  (no.  58,  illus.); 
the  latter  includes  the  girl  holding  a  tambourine  above  her 
head  from  Pan  (64^  and  other  musicians  and  dancers.  He 
is  paired  with  a  dancing  girl,  seen  full  face,  holding  a 
tambourine  above  her  head,  on  a  narrow  tapestry  sold  at 
the  Palais  d'Orsay,  Paris,  November  25,  1977  (no.  175, 
illus.). 
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Palazzo  Strozzi  (Florence,  1961)  stand  162,  illus. 

35.  Algoud,  Tapisseries,  p.  22,  illus. 
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36.  Gobel,  Wandteppiche  II,  vol.  2,  pis.  210  a,  b. 

37.  Hunter,  Tapestries  of  Clarence  H.  Mackay,  p.  74,  illus.,  called  the 
Slack  Rope. 

38.  Algoud,  Tapisseries,  p.  17,  illus. 

39.  Weigert,  French  Tapestry,  pi.  lv. 

40.  Adolf  Feulner,  Stiftung  Sammlung  Schloss  Rohoncz,  vol.  3,  Plastik 
und  Kunsthandwerk  (Lugano-Castagnola,  194 1)  p.  177,  no.  594, 
pi.  79. 

41.  Hunter,  Tapestries  of  Clarence  H.  Mackay,  p.  71,  illus.  Signed 
"Behagle." 

42.  Weigert,  "Un  atelier,"  p.  209,  illus. 

43.  Standen,  "Some  Beauvais  Tapestries,"  fig.  11. 

44.  Hussey,  "British  Embassy,"  p.  533,  illus.  (on  wall  of  dining  room). 

45.  Gobel,  Wandteppiche  II,  vol.  2,  pi.  21 1. 

46.  Boccara,  Belles  Heures,  pi.  139.  Sold  at  the  Palais  Galliera,  April  1, 
2, 1963,  no.  191  bis,  illus.,  and  December  3, 1969,  no.  146,  illus. 

47.  Paulina  Junquera,  "Tapices  del  Museo  Lazaro  Galdiano,"  Goya 
103  (July-August  1 971)  p.  6,  illus. 

48.  Hunter,  Tapestries  of  Clarence  H.  Mackay,  p.  73,  illus. 

49.  An  example  was  in  the  Henry  Symons  sales,  Anderson  Galleries, 
New  York,  January  27-February  3,  1923,  no.  1174,  illus.,  later 
owned  by  the  London  dealers  Mallett  and  Son  (Gobel,  Wand- 
teppiche III,  vol.  2,  pi.  61). 

50.  Tapisseries,  XVIIe—XVIIIe  siecle,  exh.  cat.,  Septentrion,  Fondation 
Anne  et  Albert  Prouvost  (Marcq-en-Baroeul,  198 1)  no.  1 1,  illus. 

51.  Three  Hundred  Years  of  French  and  Flemish  Tapestry,  exh.  cat., 
Huntington  Galleries  (Huntington,  W.  Va.,  1966)  unnumbered  pi., 
illus.  Previously  in  the  Max  von  Goldschmidt-Rothschild  sale, 
Parke-Bernet,  New  York,  March  10, 11, 1950,  no.  321,  illus. 

52..  La  Tapisserie  francaise  du  moy en-age  a  nos  jours,  exh.  cat.,  Palais 
des  Beaux-Arts  (Brussels,  1947)  no.  64,  fig.  47. 

53.  Algoud,  Tapisseries,  illus.  p.  20, 

54.  "La  Chronique  des  arts,"  supplement  to  Gazette  des  Beaux-Arts, 
6th  ser.,  73  (February  1969),  p.  42,  no.  182,  illus. 

55.  Weigert,  "Un  atelier,"  p.  203,  illus. 

56.  Merveilles  des  chateaux  deNormandie  (Paris,  1966)  pp.  190, 191, 
illus. 

57.  Hunter,  Tapestries  of  Clarence  H.  Mackay,  p.  75,  illus. 

58.  Donald  Posner,  "Jacques  Callot  and  the  Dances  Called  Sfessania" 
Art  Bulletin  59  (1977)  p.  212,  fig.  23.  The  author  shows  that  the 
Callot  figures  do  not  represent  Commedia  dell 'Arte  characters. 


6^  The  Offering  to  Pan 

From  a  set  of  the  Berain  Grotesques 

French  (Beauvais);  designed  by  Jean  Baptiste  Monnoyer 
(1636— 1699),  in  the  style  of  Jean  Berain  I  (1640— 171 1), 
about  1685-89;  and  woven  under  the  direction  of  Philippe 
Behagle  ( 1 64 1-1 70  5 )  or  his  son  of  the  same  name  (in  charge 
of  the  manufactory,  with  his  mother,  until  171 1)  in  the  late 
seventeenth  or  early  eighteenth  century. 

Weaver's  initials. 

Wool  and  silk. 

10  ft.  1  in.  x  9  ft.  3  in.  (3.07  m  x  2.82  m). 
21-22  warps  per  inch,  8-9  per  centimeter. 
Gift  of  Mrs.  Guy  Fairfax  Cary,  1950  (50.205). 


DESCRIPTION 

The  yellow-gray  stone  statue  of  Pan  as  a  herm  is 
crowned  with  blue  leaves  and  draped  with  garlands  of  red, 
white,  and  yellow  flowers  and  blue-green  leaves.  A 
woman  in  pale  yellow  with  gray  sleeves  and  a  red  cloak 
places  one  hand  on  the  shoulder  of  the  statue  and  reaches 
with  the  other  into  a  brown  basket  of  flowers;  this  is  held 
by  a  small  boy  in  a  long  red  cap  and  breeches,  with  a  blue 
and  white  shirt  and  stockings.  The  woman  places  one 
knee  on  a  gray  and  white  goat.  To  the  right  is  a  dancing 
girl  with  white  plumes  in  her  hair,  wearing  a  yellow-green 
dress,  red  jacket  and  sleeves,  and  yellow  stockings  cross- 
gartered  in  red.  She  holds  castanets  in  one  hand  and  a 
yellow  tambourine  in  the  other.  On  the  far  left  is  another 
girl,  in  yellow  and  red,  half  hidden  by  a  balustrade,  hold- 
ing a  tambourine  above  her  head. 

The  figures  stand  in  front  of  a  portico  with  yellow, 
gray-blue,  and  pale  red  pillars  and  garlands  between  the 
arches.  The  two  wide  square  pillars  are  red  with  yellow 
scrolling  decoration  and  the  spindle-shaped  forms  are  an 
intense  blue.  From  the  central  pediment  pale  red  and  yel- 
low curtains  are  draped  around  two  pillars,  and  a  blue  and 
yellow  canopy,  with  garlands  attached  to  it,  hangs  imme- 
diately above  the  statue.  Curved  balustrades  of  red,  pink, 
gray,  and  blue  marble  extend  on  either  side  of  the  figures, 
each  supporting  three  large  red  and  yellow  vases;  dark 
green  bushes  with  red  fruit  are  growing  in  them.  A  yellow- 
fringed  red  drapery  lies  over  the  right  balustrade.  On  the 
portico  are  two  birds,  the  one  on  the  right  a  blue  and 
yellow  peacock;  above  the  pediment,  standing  on  a  dull 
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red  and  blue  parasol-like  structure,  is  a  large  brown  and 
gray  eagle,  holding  an  olive  branch. 

Spindly  red  and  yellow  female  herms,  one  on  either  side, 
with  dark  green  leaves  twined  around  their  lower  extrem- 
ities, hold  up  a  horizontal  gray  and  pink  marble  bar  that 
curves  into  an  arch  above  the  eagle.  On  this  are  two  female 
busts  with  natural  faces;  they  have  white  and  gray  wings 
and  headdresses  of  red  and  white  plumes.  Below  them  are 
stiff  hangings  in  blue,  red,  and  yellow,  with  dangling  tas- 
sels. Above  the  arch  is  a  yellow  and  blue  basket  with  red 
and  green  vine  leaves  and  red  and  yellow  grapes;  on  either 
side  is  a  red  and  yellow  stand  with  blue  drapery  and  white 
smoke  rising  from  it.  The  upper  corners  have  scalloped 
fillings  in  red  and  yellow;  blue-green  leafy  garlands  fall 
from  them.  The  floor  is  in  tones  of  brown,  red,  yellow,  and 
gray.  A  flight  of  three  steps  leads  down  from  the  floor  in 
the  center,  with  two  dull  red  and  yellow  balls  at  the  top. 
On  either  side  of  the  steps  is  a  trellis  with  thick  dark  green 
foliage  and  red  flowers. 

The  main  border  shows  scrolling  brown  and  yellow 
leaves,  with  green,  red,  pink,  yellow,  and  blue  leaves,  fruit, 
and  flowers  between  them;  it  is  framed  by  narrow  borders 
of  classical  ornament  in  dull  red  and  yellow.  The  guards 
are  dark  brown,  with  the  inscription  p  •  be  (Philippe 
Behagle)  in  orange  in  the  lower  right  corner. 


CONDITION 

There  are  a  few  small  repairs  in  the  center  and  in  the 
guards. 


SOURCE  OF  THE  DESIGN 

The  statue,  the  girl  kneeling  on  a  goat,  the  boy  holding 
the  basket  of  flowers,  and  the  small  tambourine  player 
behind  the  balustrade  are  all  derived  from  figures  in 
Poussin's  Triumph  of  Pan,  painted  for  Richelieu  in  163  5— 
36  and  now  in  the  National  Gallery,  London.1 


WEAVER  AND  DATE 

The  mark  of  shows  that  it  was  made  while  the 
manufactory  was  under  the  direction  of  Philippe  Behagle, 
1684-1705,  or  of  his  widow  and  son,  1705-11. 


RELATED  TAPESTRIES 

No  tapestries  that  can  be  positively  identified  as  from 
the  same  set  as  6j\{  have  been  located.  An  Animal  Tamers 
formerly  owned  by  the  donor  of  6^1  and  sold  at  Parke- 
Bernet,  New  York,  January  13, 14, 1950  (no.  405,  illus.), 
has  a  different  border. 

The  Pan  in  the  Musee  des  Arts  Decoratifs,  Paris,  might 
be  a  sixth  piece  of  the  set  to  which  64a-e  belong,  though  it 
is  recorded  as  slightly  taller  (3.05  m).2  Another,  with  a 
frame  border  and  a  flight  of  steps  at  the  bottom,  is  in 
Kronborg  Castle,  Denmark.3  There  are  examples  of  Pan 
in  the  Bruchsal,4  Aix,5  castle  of  Namest,  Victoria  and 
Albert  Museum,  and  Stockholm  sets.  The  Bruchsal  piece 
is  slightly  wider  than  64^  but  only  one  step  of  the  stairs  is 
visible;  that  at  Aix  is  horizontal,  wider  and  shorter  than 
64f,  cut  off  at  the  upper  bar,  with  a  basket  of  flowers 
replacing  the  eagle,  no  motifs  in  the  upper  corners,  another 
half-arch  on  either  side,  a  bird  in  front  of  the  left  balus- 
trade, and  two  steps.  The  Victoria  and  Albert  Pan  is  wide 
and  low,  the  upper  edge  cutting  through  the  pediment; 
there  are  no  steps  and  no  birds  above  the  arches,  but  there 
is  one  in  front  of  the  left  balustrade.  The  Stockholm  piece 
shows  a  complete  staircase  of  six  steps,  with  a  peacock 
spreading  its  tail  at  the  foot  and  parts  of  flower  beds  visi- 
ble.6 There  are  balls  both  at  the  top  and  at  the  bottom  of 
the  stairs.  A  piece  in  the  Fine  Arts  Museums  of  San  Fran- 
cisco is  much  wider  than  64^  it  is  cut  off  at  the  upper  bar 
with  the  basket  replacing  the  eagle.  It  has  a  trellis  but  no 
steps  at  the  bottom,  a  bird  in  front  of  the  left  balustrade, 
and  a  chinoiserie  border.7  This  border  is  also  found  on  the 
Pan  in  the  Stockholm  National  Museum,  which  is  cut  off 
at  the  upper  bar  with  the  basket  replacing  the  eagle,8  and 
on  the  piece  in  the  Rijksmuseum,  Amsterdam,  which  is 
close  to  64^  but  with  the  bird  in  front  of  the  left  balustrade. 
The  example  in  the  British  Embassy,  Brussels,  is  like  the 
two  other  pieces  in  the  set  there.9  An  entrefenetre  in  the 
Hermitage  Museum,  Leningrad,  shows  the  right  side  of 
the  design  only;  it  has  a  complete  flight  of  stairs  with  part 
of  the  peacock  at  the  foot  of  them. 10 

There  was  a  Pan  in  the  Mrs.  Shelswell-White  sale, 
Christie's,  November  22,  1956  (no.  140).  Examples  with 
chinoiserie  borders  were  in  the  Lady  Baron  sale,  Christie's, 
London,  December  18, 1952  (no.  134,  illus.),  and  an  Ho- 
tel Drouot  sale,  June  19,  1975  (no.  320,  illus.);  both  of 
these  are  cut  off  at  the  upper  bars,  with  the  basket  replac- 
ing the  eagle,  but  the  Baron  piece  is  narrow,  like  64f. 
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Another  Pan  with  the  same  border,  also  cut  off  at  the 
upper  bar  and  narrow,  but  with  no  steps,  was  sold  at  the 
Hotel  Drouot,  Paris,  March  22,  1983  (no.  115,  illus.).  A 
wide  example  with  this  border  was  sold  at  the  Nouveau 
Drouot,  Paris,  December  12, 13, 1983  (no.  87,  illus.),  and 
was  owned  by  the  dealers  Boccara  and  Chevalier  in 
1984. 11  One  with  a  frame  border  was  in  the  due  d'Avaray 
sale,  American  Art  Galleries,  New  York,  January  23, 
1915  (no.  230,  illus.);  no  steps  are  visible  and  the  herms 
supporting  the  upper  bars  are  missing.  The  example  for- 
merly in  the  Mackay  collection  is  nearly  square;  it  is  cut  off 
at  the  upper  bar,  with  the  basket  replacing  the  eagle,  and 
has  two  arches  on  either  side  and  no  steps.  It  is  signed 
"Behagle."12  The  bastons  rompus  border  is  also  found  on 
a  Pan  sold  at  Sotheby's,  October  17, 1958  (no.  137,  illus.), 
and  November  24,  1978  (no.  100,  illus.),  and  owned  by 
the  Paris  dealer  Jacqueline  Boccara  in  1982;  this  has  four 
steps  visible  and  the  bird  below  the  left  balustrade.  A  wide 
example  with  a  chinoiserie  border  sold  at  Christie's,  June 
22,  1939  (no.  159),  may  be  the  piece  in  the  Stockholm 
National  Museum.  One  formerly  in  the  Brincart  collec- 
tion was  lent  anonymously  to  the  exhibition  Jean  Berain 
(1640— ijii)  at  the  Musee  des  Beaux-Arts,  Nancy,  1961 
(cat.  no.  66).  An  apparently  unique  border  of  grotesques, 
including  two-tailed  mermaids,  is  found  on  a  Pan  sold  at 
Sotheby's,  May  28,  1936  (no.  49,  illus.);  it  has  five  steps 
with  three  large  flowers  lying  on  them. 

The  basic  design  of  the  central  part  of  the  Offering  to 
Pan  was  used  for  four  narrow  tapestries  that  were  in  a 
private  collection  in  France  in  1946. 13  The  whole  portion 
under  the  pediment  is  replaced  by  the  arms  of  the  Senozan 
family  with  doves  as  supporters;  there  is  a  complete  flight 
of  six  steps  with  a  peacock  at  the  foot  of  the  stairs.  The  girl 
holding  a  tambourine  above  her  head  was  used  in  the 
unusual  tapestry  sold  at  Sotheby's,  December  7, 195 1  (no. 
58,  illus.). 

One  large  piece  of  the  series  woven  in  Berlin  uses  the 
central  figures  of  the  Offering  to  Pan,  reversed,  but  other- 
wise unchanged.14 


HISTORY 

M.  X . . .  [Beer]  sale,  Galerie  Georges  Petit,  Paris,  May  29, 1913, 

no.  75,  illus.  Bought  by  Fabre.15 
Given  to  the  MMA  by  Mrs.  Guy  Fairfax  Cary,  1950. 

PUBLICATIONS 

Gobel.  Wandteppiche  II,  vol.  i,p.  21 5.  Mentioned  as  in  the  sale 

of  the  Beer  estate,  Paris,  May  29, 191 3. 
MMA  Annual  Report  1950.  In  MMA  Bulletin,  n.s.  10  (195 1- 

52)  p.  35.  Mentioned,  called  after  a  design  by  Berain,  about 

1700. 

Standen,  Edith  A.  "Some  Beauvais  Tapestries  Related  to 
Berain."  Acts  of  the  Tapestry  Symposium  November  1976. 
San  Francisco,  1979,  fig.  5. 

NOTES 

1.  Dennis  Farr,  "Eighty  Years  On:  The  Achievements  of  the  National 
Art  Collections  Fund  in  a  Changing  World,"  Apollo  1 17  (1983)  p. 
18,  fig.  7. 

2.  Exotisme  et  tapisserie  au  XVIII  Steele,  exh.  cat.,  Centre  Culturel  et 
Artistique  Jean-Lurcat  (Aubusson,  1983)  no.  6,  illus. 

3.  Kronborg  (n.p.,  1972)  pi.  52.  Previously  sold  at  the  Galerie 
Georges  Petit,  Paris,  November  28, 1927,  no.  1 13,  illus.;  the  F.  J.  E. 
Horstman  sale,  Frederik  Muller,  Amsterdam,  November  19-21, 
1929,  no.  in,  illus.;  and  Christie's,  July  8, 1965,  no.  181,  illus. 

4.  Roger-Armand  Weigert,  "Un  atelier  de  tapissiers  francais  a  Berlin 
au  debut  du  XVIIIe  siecle,"  Revue  de  VArt  Ancien  et  Moderne  60 
(193 1)  p.  211,  illus. 

5 .  Henri  Algoud,  Les  Tapisseries  du  Musee  de  I  Ancien  Archeveche  a 
Aix-en-Provence  (Marseille,  193 1)  p.  21,  illus. 

6.  Anna  G.  Bennett,  Five  Centuries  of  Tapestry  from  the  Fine  Arts 
Museums  of  San  Francisco  (San  Francisco,  1976)  fig.  72. 

7.  Bennett,  Five  Centuries,  pp.  225-27,  illus. 

8.  Previously  sold  at  Sotheby's,  June  21, 1974,  no.  12,  illus. 

9.  Christopher  Hussey,  "The  British  Embassy,  Brussels,"  Country 
Life  124  (September  11, 1958)  p.  533,  illus.  fig.  3  (on  wall  of  dining 
room). 

10.  Nina  Biryukova,  "Decoration  and  Diplomacy:  Eighteenth-Century 
French  Tapestries,"  Apollo  101  (1975)  p.  458,  fig.  1. 

11.  Les  Fastes  de  la  tapisserie,  exh.  cat.,  Musee  Jacquemart- Andre 
(Paris,  1984)  no.  34. 

12.  George  Leland  Hunter,  Tapestries  of  Clarence  H.  Mackay  (New 
York,  1925)  p.  69,  illus. 

13.  Francis  Salet,  La  Tapisserie  franqaise  (Paris,  1946)  pi.  83;  La 
Tapisserie  franqaise  du  moyen-dge  a  nos  jours,  exh.  cat.,  Musee 
d' Art  Moderne  (Paris,  1946)  nos.  152-55. 

14.  Weigert,  "Un  atelier,"  illus.,  p.  207,  example  then  in  the  Reichstag, 
Berlin.  This  set  was  saved  when  the  Reichstag  was  burned  in  1933 
(Hans  Huth,  "Zur  Geschichte  der  Berliner  Wirkteppiche,"  Jahr- 
buch  der  Preuszischen  Kunstsammlungen  56[i935]p.  88). 

15.  Three  other  pieces  of  the  series  in  this  sale  (nos.  76,  77,  not  illus.) 
have  different  borders  and  are  not  from  the  same  set  as  64f. 
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65  Upholstery  panels 


Backs  and  seats  for  three  chairs 

French  (Beauvais);  designed  and  woven,  1696,  for  Count  Carl 

Piper  of  Stockholm 
Wool  and  silk. 

Backs  (65a,  c,  e)  2  ft.  6  in.  x  1  ft.  9  in.  (76  cm  x  53  cm); 
seats  (65b,  d,  f)  2  ft.  3  in.  x  2  ft.  4  in.  (69  cm  x  71  cm). 
16  warps  per  inch,  8  per  centimeter. 
Bequest  of  Benjamin  Altman,  1913  (14.40.779  [65a,  b]; 
14.40.780  [65c,  d];  14.40.781  [65c,  f  ]). 


DESCRIPTION 

All  three  backs  have  basically  the  same  design,  but  65a 
and  c  are  almost  exactly  alike,  except  for  slight  differences 
in  coloring  and  details,  whereas  65c  has  different  flowers 
in  the  vases  at  the  upper  corners  and  minor  alterations 
elsewhere. 

A  medallion  in  the  center  of  each  back  shows  a  blue 
monogram  with  two  C's  and  two  P's  on  a  yellow  ground. 
It  has  a  red  and  yellow  border  and  stands  on  crossed  green 
and  yellow  laurel  branches  tied  with  a  red  jibbon  on  a  red, 
yellow,  and  brown  support.  A  red  drapery  with  a  yellow 
fringe,  lined  with  pink  and  black,  hangs  behind  from  a 
shell  motif  in  red  and  pale  yellow.  A  red  and  yellow  vase, 
filled  with  red,  blue,  pink,  and  white  flowers,  with  green 
and  black  foliage,  stands  on  either  side  of  the  main  motif, 
with  a  twisting  vine  in  green,  brown,  red,  and  yellow 
winding  around  it.  The  columns  stand  on  brown,  gray, 
and  purple  supports,  largely  covered  with  red,  yellow,  and 
brown  drapery  with  tassels.  At  the  sides  are  dangling  mo- 
tifs in  red,  yellow,  and  brown.  At  the  top  of  each  panel  are 
two  scrolling  forms,  possibly  intended  to  represent 
crossed  C's,  in  gray,  pink,  white,  and  red.  The  background 
is  yellow. 

All  the  seats  are  alike,  except  for  minor  differences  in 
coloring.  The  central  motif  is  the  same  as  that  on  the 
backs,  except  that  the  monogram  is  in  red  and  yellow  on  a 
blue  ground  and  has  a  red  ribbon  above  it.  The  drapery 
hangs  from  a  blue  canopy  with  red  and  yellow  details. 
Scrolling  forms,  strapwork,  and  other  small  motifs  in  red, 
blue,  pink,  yellow,  brown,  and  black  surround  the  central 
figure.  The  background  is  dull  yellow. 


CONDITION 

There  are  extensive  areas  of  repair  on  all  the  pieces, 
especially  on  the  seats.  Many  silk  passages  are  entirely 
rewoven. 


SUBJECT 

The  monogram  CP.  on  both  backs  and  seats  stands  for 
Count  (or  Carl)  Piper,  the  Swedish  chancellor.1  The  de- 
sign and  the  coloring  show  that  the  upholstery  was  made 
to  accompany  a  set  of  the  Berain  Grotesques  made  for  this 
statesman  in  1695-96.  The  furniture  consisted  of  six 
armchairs  and  six  side  chairs.2 


SOURCE  OF  THE  DESIGNS 

The  designs  were  especially  made  for  Count  Piper's  fur- 
niture coverings,  commissioned  by  Baron  Daniel  Cron- 
strom, a  Swedish  representative  in  Paris,  in  1696.3  The 
designer  could  not  therefore  have  been  the  artist  respon- 
sible for  the  Berain  Grotesques,  Jean  Baptiste  Monnoyer, 
as  he  went  to  England  in  1690. 


WEAVER  AND  DATE 

The  manufactory  that  produced  Carl  Piper's  furniture 
covers  was  presumably  Beauvais,  as  his  wall  hangings  en 
suite  had  been  made  there.  Its  director  in  1696,  when  the 
upholstery  was  commissioned,  was  Philippe  Behagle.  He 
also  had  a  workshop  in  Paris,  where  the  covers  may  have 
been  woven;  Cronstrom  wrote  in  1698  that  he  employed 
the  best  Beauvais  and  Gobelins  weavers  there.4 


RELATED  TAPESTRIES 

A  chair  back  and  two  chair  seats  of  the  same  set  have 
been  published  as  in  the  Swedish  National  Collection,5 
and  four  chair  seats  and  three  backs  are  in  the  National 
Museum,  Stockholm.6  Another  chair  back,  mounted  as  a 
screen,  is  owned  by  C.  G.  Stjersward,  Sovdeborg  Castle, 
Sweden.7  A  small  panel  with  musicians  on  a  yellow 
ground  owned  by  the  London  dealer  Mayorcas  in  1974 
may  have  been  made  for  a  screen  en  suite  with  the  series. 
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Made  for  the  Swedish  chancellor  Count  Carl  Piper,  April- 
October  1696.8 
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Daniel  Cronstrom  in  Paris,  in  his  letters  to  Nicodemus  Tessin 
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Berain."  Acts  of  the  Tapestry  Symposium,  November  1976. 
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NOTES 

1.  The  monogram  was  formerly  read  as  P.C.  and  thought  to  refer  to 
the  prince  of  Conde.  The  absence  of  a  princely  crown  makes  this 
suggestion  extremely  unlikely  and  no  such  use  is  known  to  the 
curator  of  the  Musee  Conde,  Chantilly. 

2.  Relations  artistiques,  p.  93,  Cronstrom  letter  of  August  19, 1695. 

3.  Relations  artistiques,  pp.  171,  179,  Cronstrom  letters  of  June  21/ 
1 1  and  September  20/ 10, 1697. 

4.  Relations  artistiques,  p.  188,  Cronstrom  letter  of  February  21/11, 
1698. 

5.  John  Bottiger,  Svenska  Statens  Samling  af  Vafda  Tapeter  (Stock- 
holm, 1898)  vol.  3,  p.  68,  illus.  (example  of  back  and  seat). 

6.  Carl  Hernmarck,  "Avdelningen  for  konsthantverk,"  National- 
musei  Arsbok,  1934,  p.  140,  fig.  95.  Identified  as  from  set  made  for 
Carl  Piper. 

7.  Peter  Thornton,  Seventeenth-Century  Interior  Decoration  in  Eng- 
land, France  and  Holland  (New  Haven  and  London,  1978),  p.  257, 
color  pi.  xiv.  Called  a  fire  screen  designed  by  Jean  Berain  and 
woven  at  Beauvais  late  in  the  seventeenth  century. 

8.  Standen,  "Some  Beauvais  Tapestries,"  pp.  212-16. 
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66  The  Audience  of  the  Emperor 


From  the  series  The  Story  of  the  Emperor  of  China 


French  (Beauvais) ;  designed  about  1 68  5—  90  by  Guy  Vernansal 
( 1 648-1 729),  Jean  Baptiste  Belin  de  Fontenay 
(1653-1715),  and  Jean  Baptiste  Monnoyer  {1636-1699), 
and  woven  in  the  late  seventeenth  or  first  third  of  the 
eighteenth  century. 

Name  of  manufactory  (inserted). 

Wool  and  silk. 

10  ft.  3V2  in.  x  15  ft.  3V4  in.  (3.14  mx  4.65  m). 
19-20  warps  per  inch,  8  per  centimeter. 
Gift  of  Mrs.  J.  Insley  Blair,  1948  (48.71). 


DESCRIPTION 

The  emperor,  who  has  a  long  gray  mustache,  wears  a 
brown  and  dull  red  fur  cap,  with  yellow  peacock  feathers; 
a  blue  robe  decorated  in  yellow;  yellow  sleeves,  sash, 
stockings,  and  slippers,  decorated  in  red;  a  red  scarf  fas- 
tened to  his  left  shoulder,  and  a  yellow  sword  with  red 
jewels.  He  sits  on  a  red  cushion  at  the  top  of  a  low  flight  of 
steps  covered  with  an  Oriental  rug  in  red,  yellow,  brown, 
and  blue,  lined  with  dark  blue.  Behind  him  rises  a  yellow 
structure,  like  the  back  of  a  throne,  studded  with  red  and 
blue  stones,  with  dull  yellow  peacock  feathers  at  the  top,  a 
blue  winged  monster  with  red  eyes  peering  out  from  the 
half  dome,  a  pale  brown  panel  with  fanciful  black  letter- 
ing behind  the  emperor's  head,  two  sphinx-like  creatures 
ending  in  snakes  at  the  top  of  the  arms,  and  two  winged 
lionesses  with  red  eyes  at  the  base.  On  the  left,  a  gray  and 
brown  elephant  with  a  dark  blue  and  dull  yellow  covering 
advances  from  behind  the  throne,  with  a  man  in  red,  blue, 
gray,  and  yellow  holding  its  blue  reins.  On  the  right,  an 
attendant  in  brown,  yellow,  and  red  holds  a  blue  flag  and 
shield.  On  the  rug  at  the  right  is  a  gray  and  yellow  perfume 
burner.  Three  men  in  pale  yellow,  decorated  in  red  and 
blue,  pale  red,  and  pale  blue,  all  with  yellow  soles  to  their 
dull  pink  shoes,  prostrate  themselves  beside  it,  and  a  fourth 
man,  in  red  with  blue  sleeves  and  leg  coverings,  kneels  and 
raises  his  hands. 

On  the  far  left,  a  woman,  presumably  the  empress,  ap- 
proaches, sitting  in  a  brown  and  yellow  two-wheeled 
chariot.  She  wears  a  yellow  headdress,  with  yellow  and 
blue  gems,  a  pale  blue  dress  over  a  yellow  petticoat,  and  a 


red  and  pink  cloak,  all  richly  jeweled.  She  holds  a  red, 
blue,  and  yellow  feather  fan.  An  attendant  behind  her  in  a 
red  cap,  white  scarf,  blue  coat,  and  pink  sleeves  holds  a 
large  gray-lined  red  parasol  edged  with  peacock  feathers, 
and  a  partly  seen  woman  in  red  and  yellow  puts  her  hand 
on  the  back  of  the  chariot.  In  front  of  it,  two  men,  dressed 
in  red  and  yellow  feathers,  kneel  and  bow  deeply  to  the 
emperor;  they  are  attached  to  the  chariot  by  pale  blue 
bands.1  On  the  right  is  a  gray  and  blue  bowl  or  basket 
filled  with  fruit;  yellow-brown  bananas,  red  cherries,  and 
pink  and  yellow  pomegranates  can  be  identified.  Two 
pineapples,  one  pink  with  red  leaves,  one  pale  yellow  with 
green,  and  two  large  dark  green  and  pale  yellow  gourds 
rest  on  the  yellow-gray  and  brown  tiled  floor  beside  it. 
Farther  to  the  right  is  a  gray  table  supporting  blue  and 
white  cups,  a  tall  yellow  and  brown  teapot,  and  a  large 
yellow-gray  and  blue  covered  vase  resting  on  a  piece  of 
red-lined  dark  blue  drapery  with  a  yellow  fringe;  on  a 
shelf  below  the  table  is  another  gray  and  blue  vase. 

The  figures  are  framed  by  a  fantastic  red  and  yellow 
arched  pavilion  or  kiosk,  standing  on  eight  spindly  col- 
umns that  terminate  above  as  pairs  of  intertwined  drag- 
ons. Swags  of  flowers  and  leaves  in  red,  pink,  lavender, 
blue,  green,  and  white  hang  from  the  tops  of  the  columns 
and  a  huge  dark  dull  pink  curtain  falls  from  the  four  inner- 
most ones  to  form  a  backdrop  for  the  emperor;  where  its 
other  side  is  seen,  above  and  at  the  sides,  it  is  dull  yellow 
with  a  blue  pattern.  The  roofs  and  vaults  of  the  pavilion 
are  blue  and  yellow  outside,  red  with  yellow  or  brown 
tracery  inside.  At  each  end  is  an  ornament  of  red  and  white 
feathers  and  a  pale  yellow,  red,  and  blue  statue  of  a  drag- 
on; in  the  center  is  a  brown-lined  red,  blue,  and  pale  yel- 
low parasol  above  a  tuft  of  blue  and  red  feathers.  On  the 
roof  at  the  left  is  a  blue,  red,  and  yellow  parrot,  on  the 
right,  a  red  and  blue  one.  Other  blue,  gray,  brown,  and 
yellow  birds  fly  in  the  sky  or  perch  on  the  excrescences  of 
the  roofs.  The  sky  is  blue  above,  gray,  white,  and  pale 
yellow  below. 

A  landscape  in  pale  tones  of  yellow,  gray,  and  blue  is 
seen  in  the  distance  on  both  sides,  with  pagodas,  Chinese 
roofs,  and  palm  trees.  Two  warriors  in  green,  blue,  and 
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red  are  seen  to  the  waist  behind  the  backdrop  drapery  on 
the  left.  In  the  lower  right  corner  in  dark  brown  is  the 
inscription  beauvais;  this  is  on  an  inserted  band  and  is 
not  original. 

The  acanthus  border  is  in  dull  yellow  and  red-brown, 
simulating  a  carved  wooden  frame.  The  guard,  preserved 
on  the  left  side  only,  is  dark  brown. 

CONDITION 

An  area  around  the  two  kneeling  men  in  feathers  is  a 
replacement.  There  are  small  patches  of  repair  through- 
out, especially  in  the  sky.  Bare  warps  are  visible  in  some 
dark  brown  or  black  passages. 

SUBJECT 

The  series  shows  scenes  from  the  everyday  life  of  a  Chi- 
nese emperor,  probably  intended  to  represent  Kangxi,  and 
his  empress.  They  have  been  given  the  modern  titles  of  the 
Audience  of  the  Emperor,  the  Emperor  on  a  Journey,  the 
Astronomers,  the  Collation,  Harvesting  Pineapples,  the 
Return  from  the  Hunt,  the  Emperor  Sailing,  the  Empress 
Sailing,  and  the  Empress's  Tea.2  A  tenth  title,  Gathering 
Tea,  has  been  listed,3  but  no  example  of  the  tapestry  has 
ever  been  identified  and  no  early  references  to  a  tapestry 
with  this  subject  have  been  located.  The  set  of  ten  pieces 
that  was  made  for  the  comte  de  Toulouse  apparently  in- 
cluded two  versions  of  the  Journey,  one  wide  and  one  a 
narrow  upright.  The  absence  of  martial  subjects  is  notice- 
able. Pineapples  were  not  grown  in  France  until  1733. 

SOURCE  OF  THE  DESIGN 

A  memorandum  by  Philippe  Behagle,  in  charge  of  the 
manufactory  from  1684  to  1705,  lists  some  of  the  tapes- 
tries he  had  made,  including  a  series  called  "Chinoise  faict 
par  quatre  illustre  peintre  [sic]."  In  a  list  of  173 1,  the 
"tenture  du  dessein  des  Chinois,  par  les  sieurs  Baptiste, 
Fontenay  et  Vernensal"  is  included.4  "Baptiste"  was  the 
name  by  which  Monnoyer  was  usually  known  and  it 
seems  virtually  certain  that  he  was  one  of  the  designers  of 
this  series.  He  had,  however,  been  dead  for  over  thirty 
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years  when  the  list  naming  him  was  compiled  and  it  has 
been  suggested  that  another  artist  with  the  same  Christian 
name,  Jean  Baptiste  Martin,  may  have  been  meant.5  But 
Martin  was  attached  to  the  Gobelins  manufactory  as 
"premier  peintre  de  conquetes  du  roi,"  and  his  known 
works  are  battle  paintings,  landscapes  (especially  views  of 
Versailles),  and  portraits.  Both  Monnoyer  and  Belin  de 
Fontenay  were  primarily  flower  painters,  so  it  seems  prob- 
able that  Vernansal,  whose  known  works  are  figure  pieces, 
was  chiefly  responsible;  this  supposition  is  supported  by 
the  existence  of  two  examples  of  the  Collation  inscribed 
"Vernansal  Invt.  et  Pint";6  two  of  his  paintings  in  the 
Musee  des  Beaux-Arts,  Orleans,  are  similarly  signed.7  For 
the  emperor,  the  artist  had  adapted  the  figure  on  the  title 
page  of  Johan  Nieuhof  s  UAmbassade  de  la  Compagnie 
orientale  des  Provinces  Unies  vers  VEmpereur  de  la  Chine 
(Amsterdam,  1665);8  one  of  the  chief  figures  in  the  As- 
tronomers is  related  to  the  portrait  of  the  Jesuit  father 
Adam  Schall  in  Athanasius  Kircher's  China  Monumentis 
(1667). 9  The  inspiration  for  the  arches  and  vaulting,  espe- 
cially in  the  Emperor  Sailing  and  the  Empress  Sailing,  is 
clearly  late  Gothic  architecture.  A  contract  entered  into  by 
Vernansal  with  M.  de  Platen,  an  officer  of  the  king  of 
Denmark,  who  was  represented  by  Jean  Berain,  in  1704, 
called  for  designs  for  twenty  narrow  upright  tapestries. 
One  painting,  to  cost  1000  livres,  was  to  consist  of  "archi- 
tectures, figures  et  ornements"  and  would  also  be  used  for 
the  nineteen  others,  "sauf  pour  le  sujet  du  milieu  qui  sera 
different";  the  central  designs  were  to  be  furnished  to 
Gilles  Bacor,  a  Paris  weaver,  to  be  reproduced  by  basse 
lisse.10  Though  nothing  is  known  of  these  tapestries,  the 
contract  shows  that  Vernansal  could  be  asked  to  make 
designs  with  important  architectural  elements. 

If  Monnoyer  was  among  the  artists,  his  part  in  the  de- 
signs must  have  been  completed  before  he  went  to  Eng- 
land to  work  on  the  decoration  of  Montagu  House  in 
1 690. 11 A  date  of  1685—90  for  the  designs  is  probable  for 
other  reasons.  The  first  weaving  of  the  series,  with  gold 
(rarely  used  at  Beauvais),  was  bought  by  the  due  de 
Maine;  he,  though  only  fifteen,  gave  a  scientific  instru- 
ment that  he  had  had  made  for  his  own  use  to  the  Jesuit 
missionaries  when  they  left  for  China  in  1685.  The  im- 
mense interest  aroused  by  this  mission  may  well  have 
given  rise  to  the  conception  of  the  series,  or  the  first  set 
may  have  been  commissioned  by  the  due  du  Maine.12  An 
alternative  date  is  shortly  after  1697,  when  one  of  the 


Jesuits,  Father  Bouvet,  returned  to  France,13  but  in  this 
case  Monnoyer  could  not  have  been  among  the  designers. 
The  style  of  the  designs  is  another  argument  in  favor  of  the 
earlier  date.14 

WEAVER  AND  DATE 

There  is  no  clear  indication  of  when  66  was  woven,  but 
it  was  certainly  before  1732,  when  a  visiting  committee 
reported  that  the  cartoons  were  so  worn  out  that  "on  n'y 
distingue  presque  plus  rien  ...  on  n'en  peut  plus  faire 
d'usage."15 

RELATED  TAPESTRIES 

A  Journey  and  a  Harvesting  Pineapples  were  with  66  in 
the  L.  and  R.  Hamot  collection  in  19 11. 16  Both  have  the 
same  border  as  66;  Harvesting  Pineapples,  formerly  in  the 
George  Widener  collection  and  now  in  the  Philadelphia 
Museum  of  Art,  is  the  same  height  and  may  be  from  the 
same  set,  but  the  Journey  is  fifty  centimeters  higher.  66  is 
unusually  low;  tapestries  of  the  series  are  generally  from 
ten  to  thirteen  feet  high.  Elaborate  borders  are  found  on 
the  armorial  sets,  the  chinoiserie  borders  of  some  of  the 
Berain  Grotesques  appear  on  the  Audience,  Journey, 
Emperor  Sailing,  and  Empress's  Tea  in  the  Louvre,17  and 
an  eighteenth-century  border  with  Chinese  heads  in  me- 
dallions was  used  for  later  sets,  but  the  acanthus  border  of 
66,  with  minimal  variations,  is  far  and  away  the  most 
common.  This  makes  any  attempt  to  identify  scattered 
pieces  as  belonging  to  the  same  set  almost  impossible. 

According  to  Behagle's  memorandum,  the  first  set  of 
the  Chinese  series,  woven  with  gold,  was  "vendu  par  M. 
d'Isrode  a  Monseigneur  le  due  du  Maine."18  Such  a  rich 
set,  unusual  at  Beauvais,  must  have  been  a  commission, 
and,  despite  the  mention  of  M.  d'Isrode  as  an  intermedi- 
ary (he  bought  two  later  sets,  certainly  for  resale),  it  seems 
very  likely  that  it  was  made  for  the  due  du  Maine.  The 
inventory  of  the  Hotel  du  Maine,  Paris,  made  in  1736 
after  his  death,  includes  "Des  Chinois  avec  des  portiques, 
Beauvais,  3  pieces  rehaussees  d'or.  3  pieces  9  aunes  de 
cours  sur  3V2."19  Nothing  more  is  known  of  this  set, 
though  an  Emperor  Sailing  with  gold  thread  in  a  private 
collection  has  been  published.20  Another  set,  according  to 
Behagle,  was  "faicte  pour  Monseigneur  le  comte  de  Tou- 
louse" at  a  cost  of  10,565  livres  instead  of  the  20,000  his 
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brother  paid.  It  is  listed  in  the  171 8  inventory  of  Ram- 
bouillet,  the  comte's  chateau,  where  it  is  called  'Thistoire 
du  roi  de  la  Chine,  sur  trois  aunes  et  demi  de  haut,  manu- 
facture de  Beauvais,  faite  par  Behagle."  Six  pieces  were  in 
the  antichambre  du  roi,  three  in  the  chambre  du  roi,  and 
one  in  a  storeroom  above  the  stables.21  Six  of  these  are 
certainly  number  8  in  the  sale  of  Louis  Philippe's  tapestries 
on  January  25-27,  1852;  their  height,  4.2  meters,  corre- 
sponds exactly  to  3V2  aunes.  The  subjects  are  the 
Empress's  Tea,  Emperor  on  a  Journey,  Collation,  Astron- 
omers, Return  from  the  Hunt,  and  Harvesting  Pineapples. 
All  but  the  first  are  in  the  J.  Paul  Getty  Museum,  Malibu.22 
They  have  the  names  of  Behagle  and  Vernansal  and  are 
recorded  as  having  belonged  to  the  duchesse  d'Uzes  and  as 
brought  to  the  United  States  to  be  sold  in  1926.23  Two 
other  tapestries  of  the  series,  the  Empress  Sailing  and  the 
Emperor  Sailing,  were  number  13  in  the  Louis  Philippe 
sale;  they  also  had  the  Toulouse  arms,  but  were  only  3.55 
meters  high.  Two  wide  tapestries  with  these  arms,  an  Au- 
dience and  another  Journey,  owned  by  Louis  Philippe, 
were  not  included  in  his  sale,  as  they  were  acquired  by  the 
empress  Eugenie;  she  placed  them  in  the  Palace  of  Com- 
piegne,  where  they  remain.24  Behagle  listed  two  other  sets 
as  sold  to  M.  dTsrode,  one  for  14,000  and  the  other  for 
10,000  livres,  which  have  not  been  identified. 

A  list  by  de  Merou  of  the  tapestries  woven  between 
1722  and  1742  includes  among  the  tapisseries  fines  a  set 
of  six  pieces  of  the  Chinois  made  for  the  Garde  des  Sceaux; 
this  was  Joseph  Jean  Baptiste  Fleuriau  d'Armenonville, 
appointed  to  this  office  in  1722.  Five  pieces  of  this  set, 
Journey,  Audience,  Astronomers,  Collation,  and  Harvest- 
ing Pineapples,  were  in  the  Chateau  de  Lumigny  sale,  Ga- 
lerie  Jean  Charpentier,  Paris,  March  12, 1937  (nos.  A-E, 
three  illus.);  the  Collation  was  in  a  private  collection  in 
Paris  in  1964.25  They  have  Fleuriau's  arms  with  emblems 
of  his  office  in  the  upper  and  lower  borders;  the  Audience 
and  the  Journey  are  wide  pieces,  the  Astronomers  square, 
and  the  others  narrow  uprights.  Two  portieres  with  new 
designs  by  Jacques  Duplessis  and  with  Fleuriau  d'Arme- 
nonville's  arms  were  added  to  the  set;  they  were  signed  by 
the  artist  and  dated  1724.  In  1975  they  were  owned  by  the 
Paris  dealer  J.  Kugel,  but  they  were  destroyed  by  fire  later 
in  the  same  year.26  The  Journey  was  looted  from  M.  Jansen 
in  World  War  II.27 

Two  sets  of  six  pieces  each  are  listed  in  another  state- 
ment of  de  Merou's,  dated  173 1,  both  of  them  then  stored 


in  Paris.  One  had  been  made  in  1724;  five  pieces  of  the 
other  had  been  completed  in  1725  and  the  sixth  was  still 
on  the  loom.  In  1732,  an  inventory  made  by  official  inspec- 
tors included  a  set  of  six  pieces  in  storage.28  One  of  these 
might  be  a  set  of  six  pieces  {Journey,  Collation,  Audience, 
Astronomers,  Empress's  Tea,  and  Harvesting  Pineapples) 
in  the  Bavarian  National  Collection;29  the  borders  are 
eighteenth-century  in  style,  with  fantastic  Chinese  heads, 
probably  after  the  designs  by  Roily  mentioned  in  the  1732 
Beauvais  inventory.30 

What  is  described  as  a  set  of  nine  pieces  was  sold  at  the 
Palais  Galliera,  Paris,  May  30,  1973  (nos.  A— I,  all  illus.); 
all  the  known  subjects  except  the  Empress  Sailing  are  in- 
cluded and  there  are  two  examples  of  the  Empress's  Tea. 
This  duplication  of  a  subject  suggests  that  the  nine  pieces 
do  not,  in  fact,  constitute  a  single  original  set.  Other  indi- 
cations leading  to  this  conclusion  are  the  lack  of  borders 
on  the  illustrations  of  the  Audience,  the  Astronomers,  and 
the  Collation;  the  metal  thread  said  to  be  present  only  on 
the  Return  from  the  Hunt  and  the  Emperor  Sailing;  the 
heights  of  the  pieces  with  borders  varying  from  3.05 
meters  to  3.64  meters;  and  the  fact  that  the  Audience  was 
in  the  Mme  Ridgway  sale,  Galerie  Georges  Petit,  Paris, 
December  3,  1904,  and  the  Palazzo  Labia  sale,  Venice, 
April  6—10, 1964. 

Another  set  of  six  pieces  was  owned  by  the  comte  du 
Manoir  at  the  Chateau  de  Juaye  in  1925.  It  includes  the 
Audience,  Astronomers,  Empress's  Tea,  and  Harvesting 
Pineapples,  with  two  other  subjects,  and  has  acanthus 
borders.31  Five  pieces,  with  Chinese-heads  borders,  were 
in  Schloss  Hermsdorf,  near  Dresden,  owned  by  the  Schdn- 
burg-Waldenburg  family  in  1904;  they  are  the  Journey, 
Audience,  Harvesting  Pineapples,  Empress's  Tea,  and 
Collation.32  All  but  the  last  are  in  the  Hermitage,  Lenin- 
grad.33 A  set  with  the  arms  of  Prince  Clement  Augustus  of 
Cologne  is  said  to  have  been  sold  by  a  Berlin  dealer  to  a 
Russian  collector  shortly  before  1914;34  the  Journey  pre- 
sumably from  this  set  was  in  the  Baron  James  de  Rothschild 
sale,  Palais  Galliera,  Paris,  December  1,  1966  (no.  104, 
illus.),  and  it  and  the  Emperor  Sailing  had  been  sold  at  the 
Hotel  Drouot,  December  10, 1948  (nos.  76,  77,  illus.). 

Individual  pieces  or  sets  of  from  two  to  four  pieces  are 
numerous.  The  Audience,  Journey,  and  Collation  are  the 
subjects  most  frequently  found;  the  Empress  Sailing35  and 
the  Return  from  the  Hunt36  are  the  least  common. 

The  Audience  is  always  a  wide  tapestry.  At  Luton  Hoo 


465 


it  is  paired  with  the  Return  from  the  Hunt,  which,  except 
for  the  figures  and  an  enlargement  of  the  throne,  is  an 
exact  repetition  of  the  design  of  the  Audience.  The  Astron- 
omers and  the  Journey  are  also  found  as  wide  pieces,  the 
other  subjects  only  as  square  panels  or  narrow  uprights. 
The  Audience  at  Compiegne  shows  a  taller  composition. 
The  throne  is  on  a  platform  raised  on  three  steps;  the 
empress's  chariot  and  the  two  slaves  who  pull  it  are  on  the 
ground  below  the  steps.  A  long-legged  bird  and  a  peacock 
are  seen  on  either  side  of  the  rug  and  a  large  plant  appears 
in  the  bottom  right-hand  corner.  The  Audience  with  the 
arms  of  Fleuriau  d'Armenonville  probably  repeats  this  de- 
sign,37 as  does  the  example  in  the  Munich  Residenz,  with 
the  addition  of  a  small  striped  animal  at  the  foot  of  the 
steps,  between  two  birds.  The  Hermitage  piece  is  like  the 
Munich  example,  but  without  the  parasol  from  above  the 
pavilion.  The  Chateau  de  Juaye  example  is  wider  than  66, 
showing  the  complete  figure  of  the  woman  with  her  hand 
on  the  chariot  and  the  complete  table  on  the  right,  with 
another  vessel  to  the  right  of  the  large  vase. 

The  Audience  was  woven  many  times.  Individual  pieces 
include  one  in  the  Fine  Arts  Museums  of  San  Francisco;38 
there  are  two  steps,  but  the  chariot  is  on  the  platform  and 
the  two  slaves  seem  to  bury  their  heads  under  the  rug,  as 
they  do  in  66.  The  peacock  is  present,  but  not  the  two 
other  creatures.  Two  examples  in  the  Louvre  show  the 
chariot  below  the  steps;  the  two  birds,  the  animal,  and  the 
large  plant  are  all  included.  One  piece  has  a  chinoiserie 
border  on  three  sides,  the  other  has  a  narrow  simple  bor- 
der.39 A  very  wide  example  is  owned  by  the  Banque  de 
l'Union  Parisienne,  Paris;  there  are  three  people  behind 
the  chariot  and  a  standing  man  beside  the  table  on  the 
right.  He  also  appears  on  a  version  that  was  in  the  Olive 
collection,  Leningrad,  in  191 6,  but  which  has  only  the 
usual  two  people  behind  the  chariot.40  At  Luton  Hoo,  the 
design  is  that  of  the  Munich  piece,  but  with  an  acanthus 
border.41  The  Audience  has  appeared  in  many  sales,  with 
or  without  the  steps,  the  animals,  and  the  large  plant,  and 
with  a  small  or  a  large  parasol-like  structure  between  the 
arches  of  the  pavilion.  Examples  include:  Mme  Ridgway 
sale,  Galerie  Georges  Petit,  Paris,  December  3,  1904  (no. 
120,  illus.,  no  borders,  with  birds,  but  no  animal),  later  in 
the  Charles  de  Beistegui  sale,  Palazzo  Labia,  Venice,  April 
6-10, 1964  (no.  579a,  illus.),  and  sold  again  at  the  Palais 
Galliera,  Paris,  May  30, 1973  (no.  1,  illus.);  Hermann  Ball 
and  Paul  Graupe  sale,  Berlin,  March  15,  1933  (no.  66, 


illus.,  from  the  Baron  Albert  de  Goldschmidt  collection, 
like  San  Francisco,  but  with  a  different  border);  Hotel 
Drouot  sale,  Paris,  March  14,  1933  (no.  104,  illus.,  like 
Munich,  but  with  an  acanthus  border  and  a  large  parasol); 
Comtesse  de  F . . .  sale,  Galerie  Charpentier,  Paris,  Decem- 
ber 5,1959  (no.  132,  illus.,  close  to  but  not  identical  with 
Drouot,  1933);  Christie's  sale,  March  19,  1964  (no.  15, 
illus.,  from  the  Roussel  sale,  Galerie  Georges  Petit,  Paris, 
March  25-28,  19 12,  no.  266,  illus.,  and  the  Concepcion 
Unzue  de  Casares  collection,  Buenos  Aires,42  like  Munich, 
but  with  an  acanthus  border).  An  example  in  a  private 
collection  was  exhibited  at  Caen  in  1965  ;43  another  was 
in  a  private  collection  in  19  5 8,44  having  been  sold  at 
Sotheby's,  October  31, 1952  (no.  59,  illus.,  much  enlarged 
on  either  side,  with  two  extra  foreground  figures);45  an- 
other belonged  to  Mrs.  John  A.  Logan,  New  York,  in 
1922,  and  another  is  in  the  Singraven  collection,  Dene- 
kamp,  the  Netherlands.  A  piece  showing  only  the  group 
on  the  left,  combined  with  the  peacock  and  the  bowl  of 
fruit,  was  in  the  V  .  .  .  sale,  Hotel  Drouot,  December  2, 
1938  (no.  118,  illus.) .  An  unusually  low  example  with  the 
upper  border  cutting  through  the  arches  of  the  pavilion,  is 
in  a  private  collection  in  Paris;46  it  has  borders  with  gro- 
tesque heads  (not  Chinese)  in  central  medallions  on  each 
side.  A  narrow  version  with  only  one  person  behind  the 
chariot  and  cut  off  on  the  right  behind  the  teapot  was  in 
the  Paul  Morand  sale,  Palais  d'Orsay,  Paris,  November 
J7>  x977  (no-  273  bis,  illus.). 

The  design  was  copied  by  the  Berlin  weaver  Jean  Bar- 
raband  II  in  171 3;  the  composition  was  reversed  and  the 
background  greatly  simplified.  The  pavilion,  in  a  much 
less  elaborate  form,  was  also  used  as  a  background  in 
some  of  the  six  other  tapestries  that  make  up  Barraband's 
series,  known  as  the  Mongol  Emperor.  A  complete  set  of 
this  series  was  in  Schloss  Schlobitten  in  East  Prussia  before 
World  War  II47  and  one  of  five  pieces  was  in  Schloss  Felds- 
berg,  Moravia,  owned  by  Prince  Liechtenstein,  in  193 5. 48 
An  Audience,  possibly  from  one  of  these  sets,  was  in  a 
private  collection  in  Athens  in  1972.  Andreas  Pirot,  the 
Wiirzburg  weaver,  also  adapted  the  pavilion  as  a  back- 
ground for  the  Banquet  in  his  Venetian  Carnival  series  of 
1738—50,  a  panorama  of  Venice  replacing  the  Chinese 
landscape  of  the  Beauvais  design.49 

Boucher  used  the  same  general  arrangement  for  the  Au- 
dience in  his  Chinese  tapestry  series.50 

The  temple  with  an  astronomer  standing  at  the  foot  of 
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its  steps,  seen  in  some  versions  of  the  Astronomers  and  the 
Journey,  was  copied  by  the  English  weaver  Joshua  Morris 
on  a  signed  tapestry  offered  for  sale  by  Viscount  Sidmouth 
at  Christie's,  April  23,  1953  (no.  155,  illus.),  and  sold  by 
the  same  owner  at  Sotheby's,  November  23, 1979  (no.  3, 
illus.).51 
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40.  A.  Troubnikoff,  S.  Ernst,  V.  Chambers,  and  S.  Troinitzky,  "La 
collection  H.  P.  et  M.  S.  Olive  a  Petrograd"  (in  Russian),  Starye 
Gody,  19 1 6,  pt.  1,  sec.  2,  illus.  facing  p.  30. 

41.  Smith,  Luton  Hoo,  illus.  p.  11. 

42.  Exposicion  de  tapices,  Museo  Nacional  de  Arte  Decorativo 
(Buenos  Aires,  1939)  cat.  no.  78,  illus.  Christie's  catalogue  stated 
that  the  piece  came  from  the  Chateau  de  Juaye,  but  the  Audience  of 
that  set  is  wider. 

43.  Exposition  J.  B.  Blin  de  Fontenay  (1653—1715),  exh.  cat.,  Hotel 
d'Escoville  (Caen,  1965)  no.  5,  illus.  (detail). 

44.  Le  Dix-septieme  Siecle  francais,  Collection  Connaissance  des  Arts 
(Paris,  1958)  pp.  136,  228,  illus.,  dated  about  1690. 

45.  Possibly  identical  with  the  piece  in  the  Baronne  de  Gargan  sale,  no. 
69,  which  is  described  as  enlarged. 

46.  Dario  Boccara,  Les  Belles  Heures  de  la  tapisserie  (Zug,  1971)  p. 
137,  illus.;  Carl  Grommelt  and  Christine  von  Mertens,  Das 
Dohnasche  Schloss  Schlobitten  in  Ostpreussen,  Bau-  und  Kunst- 
denkmaler des  deutschen  Ostens,  ser.  B,  vol  5  (Stuttgart  1962)  pp. 
253-64,  Audience  illus.  pi.  205. 

47.  Hans  Huth,  "Zur  Geschichte  der  Berliner  Wirkteppiche,"  Jahr- 
buch  der  Preusziscben  Kunstsammlungen  56  (1935)  pp.  88—91, 
Audience  illus.  pi.  1. 

48.  Winfried  Baer,  "Ausgewahlte  Werke  des  Kunsthandwerks:  Erwer- 
bungen  der  Berliner  Schlosserverwaltung  in  der  Nachkriegszeit," 
Festschrift  fur  Margarete  Kuhn,  ed.  Martin  Sperlich  and  Helmut 
Borsch-Supan  (Munich  and  Berlin,  1975)  p.  135. 

49.  Heinrich  Kreisel,  "Die  Wiirzburger  Gobelmanufacture  und  ihre 
Erzeugnisse,"  Mainfrdnkisches  Jabrbucb  fur  Geschichte  und  Kunst 
4(1952)  p.  167,  pi.  8. 

50.  China  und  Europa:  Chinaverst'dndnis  und  Chinamode  im  17.  und 
18.  Jahrbundert,  exh.  cat.,  Schloss  Charlottenburg  (Berlin,  1973) 
pp.  286, 287,  no.  01,  illus.  (sketch  in  Besancon). 

5 1 .  Edith  A.  Standen,  "English  Tapestries  'After  the  Indian  Manner,' " 
MMA  Journal  is  (1980)  pp.  139, 141,  fig.  37. 
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67  Boreas  and  Orithyia 


From  a  set  of  scenes  from  Ovid's  Metamorphoses 

French  (Beauvais);  designed  by  Rene  Antoine  Houasse 

(1644/4 5 -i 710)  about  1690;  woven  before  1730. 
Wool,  silk,  and  metal  thread. 
11  ft.  9  in.  x  14  ft.  10  in.  (3.58  mx  4.52  m). 
19—22  warps  per  inch,  7—9  per  centimeter. 
Gift  of  Francis  L.  Kellogg,  1977  (1977,435). 


DESCRIPTION 

Boreas,  who  has  yellow  hair,  brown  and  gray  wings, 
and  a  dull  red  costume,  has  seized  Orithyia,  who  is  dressed 
in  blue  with  a  yellow  wrap.  A  piece  of  pale  pink  drapery 
flies  out  behind  and  above  the  couple  and  a  gray  dust 
cloud  rises  below  them.  A  kneeling  girl  in  pink  and  laven- 
der grasps  an  end  of  the  wrap;  she  has  a  red  ribbon  in  her 
fair  hair  and  blue  straps  to  her  sandal.  Another  girl,  in 
pink  with  a  blue  drapery,  lies  prone  in  front  of  her.  Two 
more,  on  the  right,  hide  under  a  piece  of  red  and  pink 
drapery;  one,  with  fair  hair,  is  in  dull  orange,  the  other, 
who  has  brown  hair,  is  in  a  dark  blue-gray  dress.  A  white 
basket  full  of  red  and  blue  flowers  with  green  foliage 
stands  beside  them.  Two  girls  flee  on  the  left.  One  is  in 
green;  the  other,  in  blue  with  a  pink  belt,  holds  a  dull 
yellow  and  brown  basket  of  red,  white,  and  purple  flow- 
ers. Her  sandal  straps  are  red.  A  third  girl,  with  yellow 
hair,  kneels  in  front  of  them  and  turns  to  look  at  the 
abduction;  she  has  a  green  and  pale  yellow  dress  and  a  red 
cloak.  Her  right  hand  rests  on  a  brown  and  pale  yellow 
basket  filled  with  red,  pink,  and  white  flowers,  with  green 
leaves;  a  garland  in  the  same  colors  falls  from  the  top  of 
the  basket  across  her  knee. 

The  elaborate  garden  architecture  in  the  background  is 
in  shades  of  pale  gray  and  blue;  two  remote  figures  in  pale 
pink  and  blue  stand  behind  a  balustrade.  There  are  many 
pale  green  and  yellow  trees.  Large  trees  with  brown  trunks 
and  green  and  yellow  leaves  rise  on  either  side  of  the  cen- 
tral scene.  The  foreground  is  in  shades  of  dark  green  and 
brown,  with  many  small  plants  in  lighter  greens,  some 
with  red,  white,  and  pink  flowers.  A  dark  gray  rock  is  seen 
on  the  right.  The  sky  is  pale  yellow-gray. 

The  border  has  a  brown  ground,  with  motifs  of  cano- 
pies, baskets,  flaming  torches,  shells,  garlands,  bows,  rib- 


bons, scrolls,  quivers,  fronds,  and  animal  legs  (at  the  lower 
corners)  in  red,  pink,  blue,  yellow,  brown,  and  green. 
Metal  thread,  probably  originally  silver  gilt,  is  used  for 
details.  The  guards  (modern)  are  dark  brown. 

CONDITION 

The  sky  was  probably  originally  blue.  There  are  small 
areas  of  repair  in  the  central  field.  The  border,  though  of 
the  period,  may  not  be  original  to  the  tapestry,  which  has 
apparently  been  slightly  cut  at  the  top  and  sides.  The  bor- 
der itself  has  been  horizontally  cut  on  both  sides  about 
two-thirds  of  the  way  up.  Some  reweaving  along  the  edges 
and  at  the  corners  has  been  carried  out. 

SUBJECT 

The  story  of  Boreas  and  Orithyia  is  told  by  Ovid  in  his 
Metamorphoses  (book  6,  lines  682-710).  Orithyia  (or 
Oreithyia),  daughter  of  Erechtheus,  king  of  Athens,  was 
loved  by  Boreas,  the  North  Wind.  When  he  could  not 
persuade  her  father  to  favor  his  suit,  he  carried  her  off  to 
Thrace,  where  he  married  her.  Boreas,  as  a  Wind,  is  al- 
ways shown  winged. 

Five  other  subjects  were  certainly  included  in  the  series, 
Pan  and  Syrinx,  Vertumnus  and  Pomona,  Alpheus  and 
Arethusa,  Cephalus  and  Procris,  and  Diana  and  Callisto.1 
The  existence  of  two  more  subjects  is  established  by  a 
memorandum  of  1722. 2  Diana's  Repose,  Diana  and 
Endymion,  and  the  Abduction  ofEuropa  were  probably 
part  of  the  series,3  which  may  also  have  included  a 
Bacchus  and  Ariadne. 

SOURCE  OF  THE  DESIGN 

A  document  of  August  19,  1690,  in  which  the  head  of 
the  Beauvais  manufactory,  Behagle,  listed  nine  sets  of 
tapestries,  included  one  of  six  pieces  of  the  Metamorpho- 
ses with  large  figures  designed  by  Houasse.4  Another  list 
compiled  by  a  later  director,  Noel  Antoine  de  Merou,  in 
173 1,  included  three  sets  of  Metamorphoses,  "qui  repre- 
sented YEnlevement  d'Oritie  par  Boree  et  autres  du 
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meme  sujet,  du  dessein  du  sieur  Houasse."5  The  Alpheus 
and  Arethusa  of  the  series  is  related  to  Houasse's  painting 
of  the  subject  made  for  the  Grand  Trianon  in  1688  and 
now  exhibited  there.6 


WEAVER  AND  DATE 

This  series  of  the  Metamorphoses  had  been  woven  by 
August  1690;  the  last  recorded  weaving  was  in  1730.  In 
1732  the  cartoons  were  found  to  be  "fort  maltraites  et 
presque  effaces."7 


RELATED  TAPESTRIES 

Though  the  border  of  67  is  the  one  most  often  used  on 
tapestries  of  this  series,8  the  fact  that  it  has  been  cut  makes 
it  impossible  to  determine  whether  other  pieces  of  the 
same  set  can  be  identified. 

A  set  of  six  pieces,  presumably  complete,  was  sold  at  the 
Hotel  Drouot,  Paris,  May  6,  1974  (no.  116,  3  illus.).  It 
consists  of  the  six  subjects  listed  above  as  the  certain  com- 
ponents of  the  series.  The  Boreas  and  Orithyia  is  wider 
than  67,  including  another  girl,  half-seen  among  the  trees 
on  the  right. 
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Another  example  of  Boreas  and  Orithyia  is  in  the  Fine 
Arts  Museums  of  San  Francisco;9  it  is  signed  "P.  Behagle" 
and  so  must  have  been  made  before  1711,  the  date  the 
Filleul  brothers  took  over  the  manufactory.  It  is  narrower 
and  taller  than  67,  showing  less  sky,  but  including  the  girl 
in  the  trees  on  the  right.  She  also  appears  on  a  version  with 
the  Versainville  arms,  sold  at  Sotheby's,  London,  Decem- 
ber 13, 1957  (no.  89,  illus.);  the  arms  of  this  set,  of  which 
three  pieces  are  known,  were  designed  by  de  Pape  before 
1 722. 10  The  border  is  similar  to  that  of  67  and  the  piece  is 
marked  "Beauvais."  The  example  in  the  Neue  Residenz, 
Bamberg,  has  a  border  like  that  of  67  and  includes  the  girl 
on  the  right.  It  may  be  from  the  set  that  Behagle  listed  as 
sold  to  the  duke  of  Bavaria,  while  he  was  governor  of 
the  Low  Countries.  This  must  have  been  Maximilian 
Emanuel,  Elector  of  Bavaria  (1679-1726),  appointed  to 
that  position  in  1692. 

Wide  examples  including  the  girl  on  the  right  were  in 
the  Baron  Leonino  sale,  Galerie  Jean  Charpentier,  Paris, 
March  18,  1937  (no.  223,  illus.),  sold  again  at  the  same 
gallery,  March  24,  1939  (no.  134,  illus.;  with  a  border  of 
acanthus  leaves  twisting  around  a  central  bar),  and  in  a 
sale  at  the  same  auction  house,  March  15, 1937  (no.  154, 
illus.;  with  a  framelike  border).  An  example  very  close  to 
67,  but  slightly  narrower,  the  left  border  cutting  through 
the  basket  in  the  lower  left  corner,  was  sold  at  Sotheby's, 
June  15,  1928  (no.  163,  illus.);  it  was  owned  by  the  New 
York  dealers  Seidlitz  and  Van  Baarn  in  1929.  A  fragment 
of  another  example  was  exported  from  France  in  1969. 11 

Seven  examples  have  been  listed  of  Pan  and  Syrinx,12 
including  those  in  the  Versainville  and  the  Paris  1974  sale 
sets  and  one  sold  at  the  Palais  Galliera,  Paris,  December  2, 
1968  (no.  122,  illus.).  There  are  at  least  eight  of  Vertumnus 
and  Pomona,  including  those  in  the  Neues  Schloss,  Bay- 
reuth,  with  the  same  border  as  67,  the  Versainville  and  the 
Paris  1974  sale  sets,  and  one  sold  at  the  Palais  d'Orsay, 
Paris,  February  23,  1978  (no.  128,  illus.).  Alpheus  and 
Arethusa  exists  in  the  Badisches  Landesmuseum,  Karls- 
ruhe, the  Versainville  and  the  Paris  1974  sale  sets,  and 
three  other  sales.  Three  examples  of  Cephalus  and  Procris 
are  known  and  two  of  Jupiter  (or  Diana)  and  Callisto; 
both  subjects  were  in  the  Paris  1974  sale.  The  Abduction 


ofEuropa  is  in  the  collection  of  Mrs.  Sheldon  Whitehouse, 
New  York.  Diana  and  Endymion  exists  in  four  versions; 
one  is  in  the  Art  Museum  of  the  Socialist  Republic  of 
Romania,  Bucharest,  with  a  Diana's  Repose,  both  having 
the  same  border  as  67. 

A  tapestry  that  may  belong  to  the  same  series  is  a 
Bacchus  and  Ariadne  that  was  in  the  Harry  Payne  Whitney 
sale,  Parke-Bernet,  New  York,  April  29,  30, 1942  (no.  41, 
illus.).  Another  example  of  the  design  with  the  same  bor- 
der as  67  was  sold  at  the  Hotel  Drouot,  Paris,  March  7, 
1977  (without  catalogue).13 

HISTORY 

Owned  by  John  Wanamaker,  New  York,  before  1955. 
Given  to  the  MMA  by  Francis  L.  Kellogg,  1977. 

PUBLICATIONS 

MMA  Annual  Report  1977-1978,  pp.  39,  41.  Mentioned 
among  gifts  of  year. 

Jestaz,  Bertrand.  "The  Beauvais  Manufactory  in  1690."  Acts  of 
the  Tapestry  Symposium,  November  1976.  San  Francisco, 
1979,  p.  206,  n.  38  (as  in  the  Kellogg  collection;  erroneously 
said  to  have  been  in  the  earl  of  Abington's  sale,  Sotheby's, 
June  15, 1928,  no.  163). 

NOTES 

1.  Jestaz,  "Beauvais  Manufactory,"  p.  197. 

2.  Written  by  de  Pape,  a  painter  at  the  Beauvais  manufactory,  listing 
"augmentations  sur  du  papier  en  crayon  noir"  that  he  had  designed 
for  the  third,  seventh,  and  eighth  pieces  of  the  Metamorphoses. 

3.  Jestaz,  "Beauvais  Manufactory,"  pp.  197, 198, 201, 204, 206, 207. 

4.  Jestaz,  "Beauvais  Manufactory,"  p.  188. 

5.  Badin,  Beauvais,  p.  21. 

6.  Jestaz,  "Beauvais  Manufactory,"  p.  201,  fig.  16. 

7.  Badin,  Beauvais,  pp.  57,  58. 

8.  Jestaz,  "Beauvais  Manufactory,"  p.  197. 

9.  Anna  G.  Bennett,  Five  Centuries  of  Tapestry  from  the  Fine  Arts 
Museums  of  San  Francisco  (San  Francisco,  1976)  no.  67,  illus.; 
Jestaz,  "Beauvais  Manufactory,"  fig.  10. 

10.  Badin,  Beauvais,  p.  15,  n.  1. 

11.  Jestaz,  "Beauvais  Manufactory,"  p.  206,  n.  37. 

12.  All  the  tapestries  of  the  series  are  reproduced  and  the  known  ex- 
amples of  each  subject  listed  in  Jestaz,  "Beauvais  Manufactory," 
pp.  197, 198,  201,  206,  207,  nn.  34-49- 

13.  Information  from  Bertrand  Jestaz. 
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68  Stag  Hunt 

French  (Beauvais),  late  seventeenth  century. 
Wool  and  silk. 

10  ft.  8  in.  x  15  ft.  8  in.  (3.25  mx  4.78  m). 
18—20  warps  per  inch,  7—8  per  centimeter. 
Gift  of  Thomas  Emery,  1953  (53.188). 


DESCRIPTION 

The  gray  and  brown  stag  is  attacked  by  a  hound  of  the 
same  colors  and  is  closely  pursued  by  a  woman  in  a  red  hat 


and  coat  and  a  blue  skirt.  She  rides  a  gray  horse,  its 
braided  mane  and  tail  tied  with  pink  ribbons;  it  has  a  pale 
yellow  and  pink  saddlecloth.  Two  brown  hounds  are  partly 
visible  under  the  horse.  A  man  in  a  gray  hat  and  a  blue 
coat,  holding  his  sword,  gallops  up  on  a  white  horse  with  a 
red  ribbon  on  its  head.  Four  hounds  in  shades  of  brown 
and  gray  are  seen  below.  To  the  left  are  a  woman  in  blue 
and  dull  yellow,  riding  a  dark  brown  horse  with  a  blue  and 
dull  yellow  saddlecloth,  a  man  in  red  and  yellow  on  a  light 
brown  horse,  and  another  rider  in  brown. 
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On  the  large  trees  on  the  right  are  three  brown,  blue, 
white,  and  pale  red  birds.  A  large  gray  castle,  perhaps 
intended  to  represent  Vincennes,  is  seen  in  the  back- 
ground on  the  left,  and  a  wide  landscape  with  hills  and  a 
river  in  tones  of  gray,  green,  and  pale  yellow  on  the  right. 
The  sky  is  pale  blue  and  yellow  with  two  small  flying  birds. 
Four  other  birds  are  perched  on  the  green  and  yellow  trees 
on  the  left,  or  are  flying  between  the  boughs;  one  has  a  red 
breast.  The  foreground  is  in  tones  of  brown  and  gray  with 
some  large  green  plants,  some  with  pink  or  white  flowers. 
There  is  a  jagged  brown  and  gray  stump  in  the  lower  right 
corner. 

There  is  an  inner  band  to  the  border  in  pale  and  dark 
yellow,  with  a  red  section  in  the  upper  left  corner.  The 
main  border  has  a  blue  ground  inside,  pale  yellow  or  white 
outside.  A  band  of  brown  and  dull  yellow  foliage  twists 
around  a  central  blue  core.  There  are  dull  yellow  fleurs-de- 
lis  on  dark  blue  in  the  corners.  The  outer  band  is  dull 
yellow,  brown,  and  red.  The  guards  (missing  at  top  and 
bottom)  are  blue. 

CONDITION 

The  colors  are  somewhat  faded  and  there  are  small 
areas  of  repair. 

MANUFACTURE  AND  DATE 

The  fleurs-de-lis  in  the  corners  indicate  a  French  manu- 
factory, and  stylistic  resemblances  with  several  tapestries 
signed  by  Philippe  Behagle  suggest  that  this  was  Beauvais. 
The  hound  nearest  to  the  stag  is  found  in  a  Stag  Hunt  from 
the  Little  Hunts  (Petites  Chasses)  at  Azay-le-Rideau, 
owned  by  the  Service  des  Monuments  Historiques,  in 
which  the  stag  is  also  very  close  to  the  same  animal  in  68. 1 
The  jagged  tree  stump  appears  in  a  Shooting  in  the  Mo- 
bilier  National,  Paris,2  and  the  riders,  trees,  birds,  and 
foreground  plants  are  very  like  those  in  these  two  tapes- 
tries and  in  a  Hawking  formerly  in  the  Maurice  Fenaille 
collection,  which  has  the  same  border  as  the  Mobilier 
National  piece.3  A  Hunting  Scene,  signed  "Behagle,"  in 
the  Smidt  van  Gelder  Museum,  Antwerp,  is  also  very  simi- 


lar; there  is  a  near  replica  of  the  Antwerp  tapestry  in  the 
Hermitage,  Leningrad,  signed  "Bechagel."4 

A  set  of  four  pieces  called  Petites  Chasses  et  verdures  is 
listed  in  the  1697  addition  to  the  inventory  of  Louis  XIV; 
it  is  described  as  "fabrique  de  Beauvais,  manufacture  de 
Beagle,  representant  des  paysages."5  Behagle  was  director 
of  the  manufactory  from  1684  to  171 1.  The  costumes  of 
68  suggest  a  date  shortly  before  1700. 

RELATED  TAPESTRIES 

A  Hawking  (not  the  same  composition  as  the  Fenaille 
piece)  sold  at  the  Palais  Galliera,  Paris,  March  4, 1964  (no. 
120,  illus.),  and  a  Wolf  Hunt  sold  at  the  same  auction 
house,  March  9,  1972  (no.  141,  illus.),  have  the  same 
border  and  about  the  same  height  as  68;  they  may  belong 
to  the  same  set.  The  woman  and  the  two  men  on  the  far 
left,  with  one  of  the  dogs  below  them,  appear  on  a  narrow 
tapestry  that  was  in  the  Mme  P  .  .  .  sale,  Hotel  Drouot, 
Paris,  June  4,  5, 1936  (no.  280,  illus.). 

HISTORY 

Acquired  by  Thomas  Emery  in  Paris  before  1939. 
Given  to  the  MMA  by  Thomas  Emery,  1953. 

PUBLICATION 

MMA  Annual  Report  1953— June  195 4.  In  MMA  Bulletin,  n.s. 
13  (1954—55)  p.  24.  Listed  as  Beauvais,  second  quarter  of  the 
eighteenth  century. 

NOTES 

1.  Trots  Siecles  de  tapisseries  de  Beauvais,  exh.  cat.,  Hotel  de  Ville 
(Beauvais,  1964)  no.  8,  illus.  Signed  "Behacle,"  dated  end  of  seven- 
teenth century. 

2.  Roger-Armand  Weigert,  "Les  commencements  de  la  manufacture 
royale  de  Beauvais  1664-1705,"  Gazette  des  Beaux-Arts,  6th  ser., 
64  (1964)  p.  338,  fig.  3.  Signed  "Behagle." 

3.  Badin,  Beauvais,  pi.  facing  p.  x.  Not  signed.  Dated  about  1700. 

4.  N.  Birioukova,  Les  Tapisseries  francaises  de  la  fin  du  XVe  au  XXe 
siecle  dans  les  Collections  de  VErmitage  (Leningrad,  1974)  no.  54, 
illus. 

5.  Jules  Guiffrey,  Inventaire  general  du  Mobilier  de  la  Couronne  sous 
Louis  XIV  (1663-1715)  (Paris,  1885-86)  vol.  i,p.  363. 
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69  Panel  for  a  fire  screen 


French  (probably  Beauvais),  late  seventeenth  or  early 

eighteenth  century. 
Wool  and  silk. 

2  ft.  8V2  in.  x  2  ft.  1  in.  (83  cm  x  64  cm). 

19  warps  per  inch,  8-9  per  centimeter. 

Bequest  of  George  Blumenthal,  1941  {41. 190.212b). 


DESCRIPTION 

A  bunch  of  flowers  in  pale  yellow,  pale  pink,  red,  white, 
pale  brown,  and  blue,  with  blue  and  blue-green  leaves,  fills 
the  center  of  the  panel  against  a  blue  background.  There  is 
a  red  and  white  border,  curved  at  the  top.  On  this  sit  two 
parrots,  the  one  on  the  left  being  largely  gray,  with  a  green 
head  and  red  tail,  the  one  on  the  right  being  green  with 
gray  wings.  Behind  the  birds  is  a  blue  and  white  trellis  on  a 
pink  ground.  The  foreground  is  in  shades  of  brown  and 
dull  green. 


CONDITION 

There  are  a  number  of  areas  of  repair,  especially  the 
head  of  the  parrot  on  the  right. 


SOURCE  OF  THE  DESIGN 

The  style,  especially  the  wide-open  tulips  and  the  spray 
of  small  blue  flowers,  is  reminiscent  of  Jean  Baptiste 
Monnoyer  (1636— 1699). 1 


HISTORY 

George  and  Florence  Blumenthal  collection,  New  York. 
Bequeathed  to  the  MMA  by  George  Blumenthal,  1941. 


i 


NOTE 


Very  similar  flowers  appear  in  an  oval  painting  of  flowers  in  a  vase 
by  Monnoyer  owned  by  Frost  and  Reed,  London,  1961  ("The 
Connoisseur's  Diary:  A  Triumph  of  Flowers,"  Connoisseur  147 
[i96i]p.42,  illus.  p.  43). 
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70  Upholstery  panels 

Back  and  seat  for  a  chair 

French  (possibly  Beauvais),  late  seventeenth— early  eighteenth 

century. 
Wool  and  silk. 

Back  2  ft.  3  in.  square  (69  cm); 
seat  2  ft.  1  in.  x  2  ft.  5  in.  (64  cm  x  74  cm). 
19—20  warps  per  inch,  8—9  per  centimeter. 
Bequest  of  Benjamin  Altman,  19 13  (14.40.782). 

DESCRIPTION 

On  the  back,  a  red-brown  and  dull  pale  yellow  vase 
stands  on  a  support  in  the  same  colors  which  is  orna- 
mented with  a  lattice  in  pale  and  dark  blue.  The  vase  is 
filled  with  flowers  and  leaves  in  red,  dull  yellow,  white, 
and  blue-green;  honeysuckle  and  tulips  can  be  distin- 
guished. The  surrounding  scrolling  forms  are  in  red-brown 
and  dull  pale  yellow,  with  details  in  pale  and  dark  blue. 
The  background  is  yellow-gray. 

The  design  of  the  seat  is  the  same  as  that  of  the  back, 
with  slight  differences  in  coloring. 

CONDITION 

Both  panels  are  extensively  restored. 

PUBLICATION 

De  Ricci,  Seymour.  Louis  XIV  and  Regency:  Furniture  and 
Decoration,  Trans.  Prof.  W.  E.  Walz.  New  York,  1929,  pi. 
97- 
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71  Upholstery  panels 

Back  and  seat  for  a  chair 

French  (possibly  Beauvais),  early  eighteenth  century. 
Wool  and  silk. 

Back  2  ft.  8  in.  x  2  ft.  (8i  cm  x  6i  cm); 
seat  2  ft.  2  in.  x  2  ft.  6  in.  (66  cm  x  76  cm). 
17  warps  per  inch,  7  per  centimeter. 
Gift  of  J.  Pierpont  Morgan,  1906  (07.225.50). 

DESCRIPTION 

On  the  back,  a  dull  yellow  and  brown  vase  stands  on  a 
pale  blue-green  ground,  throwing  a  dark  blue-green  sha- 
dow to  the  left.  It  is  filled  with  flowers  in  shades  of  red, 
pale  pink,  and  dull  yellow;  a  wide-open  white  tulip  with 
dark  blue  stamens,  a  fringed  red  poppy,  and  pale  pink 
roses  can  be  distinguished.  The  foliage  is  blue-green  and 
dull  yellow-green.  The  background  is  pale  blue.  The  com- 
position is  incomplete  at  the  top  and  sides. 

The  flowers  and  foliage  on  the  seat  are  in  the  same 
colors  as  those  of  the  back.  A  dull  yellow  crown  imperial, 
a  wide-open  red  poppy,  and  pale  pink  roses  can  be  distin- 
guished. The  background  is  gray. 

CONDITION 

The  silk  areas  are  largely  rewoven  and  there  are  pas- 
sages with  bare  warps  on  the  back. 

HISTORY 

In  the  Georges  Hoentschel  collection,  Paris,  bought  as  a  whole 

by  J.  Pierpont  Morgan,  1906. 
Given  to  the  MMA  by  J.  Pierpont  Morgan,  1906. 

PUBLICATIONS 

Perate,  Andre,  and  Briere,  Gaston.  Collections  Georges  Hoent- 
schel. Paris,  1908,  vol.  2,  p.  12,  pi.  13,  no.  1. 

Hunter,  George  Leland.  "Decorative  Styles  of  the  Louis  XIV 
Period."  Arts  and  Decoration  3  (19 12-13)  p.  233,  illus. 
fig.  1. 
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72  Arms  of  Joseph  Marie,  second  due  de  Boufflers 


French  (Beauvais);  designed  by  Jean  Baptiste  Oudry 

( 1 68  6—175  5  )•> 1 73  3  ?  and  woven  under  the  joint  direction  of 
Oudry  and  Nicolas  Besnier  (fl.  1726-175  5),  probably  in 
1740,  for  the  due  de  Boufflers. 

Designer's  name  and  date. 

Wool  and  silk. 

11  ft.  x  8  ft.  (3.35  m  x  2.44  m). 

21  warps  per  inch,  10  per  centimeter. 

Gift  of  Mrs.  Cecil  Mortimer  Singer,  i960  (60.101). 

DESCRIPTION 

The  shield  has  nine  red  crosses  and  three  five-pointed 
flowerlike  forms  on  a  cream  ground.  It  is  surmounted  by  a 
dull  yellow  and  brown  coronet  with  red  and  blue  stones 
and  surrounded  by  dull  yellow  and  brown  scrolling  forms. 
A  pale  tan  tiger  with  black  stripes  and  a  red  tongue  is  seen 
on  either  side.  On  the  left  is  Mars  wearing  a  dull  yellow 
and  brown  helmet  with  pink  plumes,  pale  yellow  and  tan 
armor,  and  a  dark  red  cloak  lined  with  pale  tan,  brown, 
and  black  ermine.  His  leg  coverings  are  pale  tan  and  dark 
green;  his  sandals  dull  yellow,  brown,  black,  and  pink.  His 
sword  hilt  is  dull  yellow  and  brown  and  has  an  eagle  head. 
Minerva,  sitting  on  the  opposite  side,  has  a  dull  yellow 
helmet  with  a  winged  dragon,  a  scaled  dull  yellow  breast- 
plate with  two  snakes,  a  green  and  cream  dress,  and  blue 
drapery  over  her  lap.  Her  foot  is  in  a  dull  yellow  sandal, 
and  she  holds  a  brown  and  cream  shield  with  the  Medusa 
head  and  a  brown  and  cream  spear. 

Above  the  shield  are  banners,  red,  blue,  and  cream,  with 
brown  or  cream  fleurs-de-lis.  Behind  them  is  an  ermine 
drapery  with,  on  its  reverse,  red  crosses  like  those  on  the 
arms.  It  is  supported  by  rings  in  the  mouths  of  two  dull 
yellow  and  brown  lion  heads,  which  are  fixed  on  either 
side  of  a  gray,  green,  brown,  and  tan  stone  arch.  Brown, 
green,  and  tan  foliage  is  visible  through  the  arch,  on  the  far 
right,  and  at  the  left  corner.  The  ermine  drapery  falls  be- 
hind the  shield  and  appears  again  below  it.  Garlands  of 
red,  pink,  blue,  green,  purple,  and  pale  yellow  flowers  and 
leaves  are  draped  over  the  frame  of  the  arms  and  fall  from 
below  the  left-hand  tiger's  feet  nearly  to  the  base  of  the 
tapestry.  Here  is  a  pile  of  military  equipment,  mostly  in 
shades  of  brown,  gray,  dull  yellow,  tan,  and  cream.  It 
includes  a  cannon,  a  kettledrum  with  blue  drapery,  a 
bombshell,  a  helmet  with  dark  gray  plumes  and  a  breast- 


plate, both  lined  with  red,  and  cannon  balls.  The  sky  seen 
through  the  arch  and  in  the  upper  corners  is  cream. 

The  foreground  is  in  shades  of  gray  and  brown.  On  the 
right,  under  Minerva,  is  the  inscription  (reversed)  in  dark 
brown-green:  /.B.  oudry  / 1733  (see  detail).  The  border  is 
in  shades  of  brown,  dull  red,  and  tan,  simulating  a  wooden 
frame.  The  guards  (entirely  replaced)  are  blue. 


CONDITION 

There  are  numerous  repaired  areas,  especially  in  the 
banners  and  in  all  the  silk  portions.  Bare  warps  are  visible 
in  some  parts.  There  has  been  considerable  fading. 


SUBJECT  AND  USE 

The  arms  are  those  of  de  Boufflers:  "D'argent  a  trois 
molettes  de  gueules,  accompagnees  de  neuf  croisettes  re- 
croisettees  au  pied  fiche  de  gueules,  trois  rangees  en  chef, 
trois  rangees  en  fasce  et  trois  mises  deux  et  une  en 
pointe."1  The  mullets  are  shown  pierced,  as  they  are  the 
rowels  of  spurs,  and  have  five  points.2  The  date  shows  that 
the  coat  is  that  of  the  second  duke,  Joseph  Marie  (1706- 
1747).  The  tigers  (leopards  in  contemporary  usage)  are 
the  supporters  of  the  arms.  Mars,  Minerva,  and  the  pile  of 
armor  and  weapons  refer  to  the  duke's  distinguished 
military  career.  His  father  had  obtained  as  a  hereditary 
honor  the  right  to  display  behind  his  arms  the  standards  of 
a  Colonel  General  of  Dragoons  and  the  flags  of  a  Colonel 
of  the  Gardes  Fran? aises,  which  are  here  shown  behind 
the  shield.3  A  tapestry  with  the  arms  of  the  first  duke, 
Louis  Francois  (1644— 171 1),  shows  spotted  felines  as 
supporters.4 

A  dais  of  nine  pieces  was  made  at  Beauvais  for  the  due 
de  Boufflers  in  1733,  the  ceiling  of  a  dais  in  1738,  and 
eight  portieres  in  1740.5  72  is  probably  a  portiere. 


SOURCE  OF  THE  DESIGN 

Oudry's  signature  may  be  taken  as  indicating  his  au- 
thorship of  the  design.  The  tigers  are  very  similar  to  the 
leopards  in  Bacchus  and  Ariadne  from  the  Loves  of  the 
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Detail  of  72 


Gods  after  Boucher  (79b),  which  were  probably  also  de- 
signed by  Oudry.  A  painting  of  a  leopard  in  the  Staatliches 
Museum,  Schwerin,  signed  and  dated  1 741,  is  related  to 
the  right-hand  tiger  in  72  (see  79,  fig.  61). 6 

WEAVER  AND  DATE 

The  date  1733  is  probably  that  of  the  design.  At  this 
date,  Oudry  was  associated  with  Beauvais  as  a  designer.7 
The  missing  lower  guard  may  have  been  inscribed 
"Besnier  et  Oudry  a  Beauvais,"  indicating  that  the  piece 
was  woven  between  1734  and  1753,  when  Oudry  and 
Nicolas  Besnier  were  co-directors  of  the  manufactory.8 

RELATED  TAPESTRIES 

A  companion  piece  formerly  in  the  Singer  collection 
and  now  in  a  French  private  collection  has  an  inscription 
on  the  lower  guard:  "Besnier  et  Oudry  a  Beauvais." 

A  similar  tapestry  owned  by  M.  Maillet  de  Boulay  was 
lent  to  the  fourth  exhibition  of  the  Union  Centrale  des 
Beaux-Arts  appliques  a  PIndustrie,  Paris,  1874,  called 
Exposition  Retrospective:  Histoire  du  Costume.9  An- 
other was  in  the  Prince  Paul  Galitzin  sale,  Hotel  Drouot, 
Paris,  March  10,  11,  1875  (no-  2I^);  it  is  dated  1735.  A 
third,  signed  but  not  dated,  was  in  the  sale  of  M.  X  ...  , 
Hotel  Drouot,  January  25,  1921  (no.  24,  illus.);  it  was 
bought  by  Charles  Picard.  The  example  lent  by  Jacques 
Seligmann  and  Son,  of  Paris,  to  the  Exhibition  of  Ancient 
Art  Belonging  to  the  International  Trade  at  the  Rijksmu- 
seum,  Amsterdam,  1936  (cat.  p.  81,  no.  352),  may  be  the 
piece  from  the  M.  X . . .  sale,  as  it  is  described  as  signed  but 
not  dated.  The  ceiling  of  the  dais  made  in  1733  was  exhib- 
ited at  the  Beauvais  Hotel  de  Ville  in  1964. 10 


An  armorial  tapestry  with  the  arms  of  the  second  duke 
and  his  wife  and  spotted  felines  as  supporters  (quite  differ- 
ent from  the  tigers  of  72)  was  sold  at  Christie's,  London, 
April  14,  1983  (no.  69,  illus.),  when  it  was  attributed  to 
the  Gobelins  manufactory. 

A  large  elaborate  tapestry  was  made  at  Beauvais  for  the 
first  due  de  Boufflers  (1644— 171 1).  It  includes  the  arms  of 
the  duke  and  his  wife  Catherine  de  Grammont,  whom  he 
married  in  1693,  with  portraits  of  the  pair  in  medallions. 
It  is  signed  "Behagle."11  Two  oval  tapestry  portraits  in  the 
Schutz  sale,  Hotel  Drouot,  May  30, 1932  (no.  88,  illus.), 
are  described  as  Gobelins,  representing  the  marquis  de 
Boufflers  and  his  wife. 

HISTORY 

Said  to  have  been  acquired,  with  a  companion  piece,  by  Jacques 
Seligmann  from  the  heirs  of  the  comtesse  d'Hallez  Claparede 
and  sold  to  E.  Singer  in  Paris  in  19 10. 12 

Given  to  the  MMA  by  Mrs.  Cecil  Mortimer  Singer,  i960. 


PUBLICATION 

MMA  Annual  Report,  1960—1961.  In  MMA  Bulletin,  n.s.  20 
(1961—62)  p.  71.  Listed  under  gifts. 

NOTES 

1.  Eugene  Olivier,  Georges  Hernial,  and  R.  de  Roton,  Manuel  de 
V amateur  de  reliures  armoriees  franqaises  (Paris,  1924-3  5)  vol/21, 
pi.  2099. 

2.  William  Berry,  Encyclopaedia  Heraldica  (London,  n.d.)  vol.  1,  s.v. 
"Mullet." 

3.  Olivier,  Hernial,  de  Roton,  Manuel,  vol.  15,  pi.  1523. 

4.  Known  from  a  drawing  in  the  de  Gaignieres  collection  (Joseph 
Guibert,  Les  Dessins  d'archeologie  de  Roger  de  Gaignieres  [Paris, 
n.d.]  ser.  Ill,  pi.  20), 

5.  Badin,  Beauvais,  p.  75. 

6.  Hal  Opperman,  J.-B.  Oudry,  exh.  cat.,  Grand  Palais  (Paris,  1982) 
no.  98. 

7.  Gobel,  Wandteppiche  II,  vol.  1,  pp.  224,  226. 

8.  Badin,  Beauvais,  p.  30. 

9.  Catalogue,  p.  129.  It  is  described  as  inscribed  "J.-B.  Oudry,  1750"; 
as  the  duke  died  in  1747,  this  date  is  impossible.  The  date  is  omitted 
in  the  description  of  the  tapestry  in  Albert  Jacquemart,  Histoire  du 
mobilier  (Paris,  1876)  p.  167. 

10.  Trois  Siecles  de  tapisseries  de  Beauvais,  exh.  cat.,  Hotel  de  Ville 
(Beauvais,  1964)  no.  21.  Described  as  in  a  private  collection. 

11.  Roger- Armand  Weigert,  "Les  commencements  de  la  manufacture 
royale  de  Beauvais  1 664-1 705,"  Gazette  des  Beaux-Arts,  6th  ser., 
64  (1964)  p.  337,  fig.  2,  described  as  in  a  private  collection;  George 
Leland  Hunter,  Loan  Exhibition  of  Tapestries,  Pennsylvania  Mu- 
seum (Philadelphia,  1 9 1 5 )  no.  70,  lent  by  Mrs.  Archibald  Thomson. 

12.  Information  provided  by  the  donor  and  the  Marillier  Archive, 
Victoria  and  Albert  Museum. 
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73  Upholstery  panels 

Backs,  seats,  and  armrests  for  two  armchairs 


French  (probably  Beauvais),  1735-50. 
Wool  and  silk. 

Backs  2  ft.  3V2  in.  x  2  ft.  (70  cm  x  61  cm); 
seats  2  ft.  5  in.  x  2  ft.  7  in.  (74  cm  x  79  cm); 
armrests  1 1  in.  x  6  in.  (28  cm  x  1 5  cm), 
20-22  warps  per  inch,  8  per  centimeter. 
Gift  of  J.  Pierpont  Morgan,  1906  (o7.225.47a(i-4) 
[73a,  b,  e,  f];  07.225.47^1-4)  [73c,  d,  g,  h]). 

DESCRIPTION 

Each  back  and  seat  shows  an  irregular  rocaille  cartouche 
in  red,  yellow,  brown,  blue,  and  lavender,  leaning  against 
a  gray  and  yellow  architectural  structure  in  a  landscape 
with  a  light  blue  sky.  The  pale  brown  centers  of  the  car- 
touches have  flowers  in  containers.  The  guards  are  dark 
blue.  Silk  is  lavishly  used  throughout. 

On  seat  73  a,  a  red  and  yellow  bird  perches  on  the  car- 
touche at  the  upper  right;  blue  and  white  water  pours 
from  a  black  hole  at  the  base.  The  flowers  in  the  center  are 
mostly  red  poppies,  with  green  and  blue-green  leaves;  they 
stand  in  a  basket  which  rests  on  a  lavender  support. 

The  back  73b  shows  a  red  and  yellow  bird  at  the  base  of 
the  cartouche.  Blue  and  white  water  pours  from  a  brown 
shell  at  the  upper  left  and  reappears  below  the  cartouche, 
filling  a  basin  and  falling  in  five  streams  over  the  irregular 
brown  rim.  A  round  gray  pot  with  red  flowers  and  blue 
and  green  foliage  stands  on  a  low  pillar  to  the  right.  The 
flowers  in  the  center  include  red  roses  and  fill  a  blue  fluted 
vase.  The  foreground  and  the  interstices  of  the  design  have 
much  blue,  green,  red,  and  yellow  foliage. 

On  seat  73  c,  a  small  red  and  yellow  bird  with  out- 
stretched wings  stands  on  the  cartouche  at  the  lower  right. 
Blue  and  cream-colored  water  falls  from  the  cartouche  on 
the  left,  and  many  red,  blue,  and  lavender  flowers,  with 
green,  blue,  and  yellow  leaves,  overlap  the  cartouche,  or 
are  silhouetted  against  the  sky.  The  central  flowers,  in- 
cluding red  poppies,  stand  in  a  brown  vase. 

The  back  73d  shows  a  brown  and  yellow  ewer  with  a 
red  dolphin  or  dragon  curved  around  it  standing  above 
the  cartouche;  this  ends  below  in  a  half-seen  winged  red 
and  yellow  sea  monster,  from  whose  mouth  falls  blue  and 
white  water.  Small  trees  with  green  and  yellow  leaves  are 
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visible  to  left  and  right  and  there  is  much  red  and  green 
foliage  around  the  central  structure.  The  central  flowers, 
which  include  red  roses,  stand  in  a  blue  stemmed  vase  on  a 
purple  and  lavender  support. 

The  armrest  covers  (73e— h)  all  have  the  same  design  of 
three  red  flowers  with  blue  and  green  leaves  on  a  pale 
brown  background  within  an  irregular  red,  yellow,  and 
brown  cartouche.  The  backgrounds  are  blue. 

CONDITION 

All  the  colors,  originally  of  great  brilliance,  have  faded 
or,  as  in  the  case  of  the  skies,  darkened.  All  the  pieces, 
especially  the  seats,  are  badly  worn,  with  substantial  areas 
of  bare  warp. 

SOURCE  OF  THE  DESIGNS 

The  designs  have  been  attributed  to  Juste  Aurele 
Meissonnier,1  but  are  actually  more  closely  related  to 
prints  after  Francois  Boucher  (fig.  47). 2  His  Receuil  [sic] 
de  Fontaines  was  mentioned  in  the  Mercure  de  France  in 
April  1736,  so  the  drawings  for  these  prints  must  have 
been  made  when  the  artist  started  working  for  the 
Beauvais  manufactory.3  The  sofa  designed  by  Meissonnier 
for  the  comte  de  Bielenski  in  173  5  is  shown  in  a  print4  as 
covered  with  a  fabric  (probably  a  brocaded  silk)  com- 
pletely symmetrical  in  design  and  quite  unlike  73. 


HISTORY 

In  the  Georges  Hoentschel  collection,  Paris,  bought  as  a  whole 

by  J.  Pierpont  Morgan,  1906. 
Given  to  the  MMA  by  J.  Pierpont  Morgan,  1906. 

PUBLICATIONS 

Perate,  Andre,  and  Briere,  Gaston.  Collections  Georges 
Hoentschel  Paris,  1908,  vol.  3,  p.  12,  pi.  76.  Mounted  on 
chairs.  Said  to  be  from  prints  after  Meissonnier  or  Jacques 
Lajoue. 

Hunter,  George  Leland.  "Decorative  Styles  of  the  Louis  XV 
Period."  Arts  and  Decoration  3  (1912-13)  p.  341,  illus.  On 
chairs. 

Packer,  Charles.  Paris  Furniture  by  the  Master  Ebenistes.  New- 
port, England,  1956,  p.  29,  fig.  29.  On  chairs.  Called 
Beauvais,  after  Juste  Aurele  Meissonnier. 

Packer,  Charles.  "French  Tapestry  Chair  Coverings."  Connois- 
seur 147  (1961)  p.  142,  fig.  3  (75a,  b,  on  chair). 

Standen,  Edith  A.  "Fetes  Italiennes:  Beauvais  Tapestries  after 
Boucher  in  The  Metropolitan  Museum  of  Art."  MMA  Jour- 
nal 12  (1977)  p.  107,  figs.  1-4.  Said  to  be  more  closely  related 
to  Boucher's  designs  for  fountains  than  to  Meissonnier. 

NOTES 

1.  Packer,  Paris  Furniture,  p.  29. 

2.  Standen,  "Fetes  Italiennes,"  p.  107,  fig.  5. 

3.  Regina  Shoolman  Slatkin,  Franqois  Boucher  in  North  American 
Collections:  100  Drawings,  exh.  cat.,  National  Gallery  of  Art  and 
Art  Institute  of  Chicago  (Washington,  D.C.,  1973)  no.  29. 

4.  Oeuvre  de  Juste  Aurele  Meissonnier  (c.  1750),  introduction  by 
Dorothea  Nyberg  (New  York,  1969)  fol.  52. 
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74  Upholstery  panels 


Backs,  seats,  and  armrests  for  two  sofas  and  twelve  armchairs 


French  (Beauvais);  designed  by  Jean  Baptiste  Oudry 

(1686— 1755),  and  woven,  1754—56,  under  his  direction 
and  that  of  Andre  Charlemagne  Charron  (fl.  175  3 -1780) 
for  Baron  Johann  Hartvig  Ernst  Bernstorff  for  his  palace  in 
Copenhagen. 

Wool  and  silk. 

Sofa  backs  2  ft.  4  in.  x  6  ft.  10  in.  (71  cm  x  2.08  m); 
sofa  seats  3  ft.  x  7  ft.  8  in.  (91  cm  x  2.34  m); 
sofa  armrests  1  ft.  3  in.  x  7  in.  (38  cm  x  18  cm); 
chair  backs  2  ft.  5  in.  x  2  ft.  (74  cm  x  61  cm); 
chair  seats  2  ft.  10  in.  x  2  ft.  11  in.  (86  cm  x  89  cm); 
chair  armrests  1  ft.  x  8  in.  (30  cm  x  20  cm). 
22—25  warps  per  inch,  9—10  per  centimeter. 
Gift  of  John  D.  Rockefeller,  Jr.,  1935  (35.145.1-14). 

DESCRIPTION 

All  the  panels  have  symmetrical  frameworks  or  sur- 
rounds of  three-dimensional  scrolling  or  rocaille  forms  in 
dull  yellow  and  brown  on  white  or  cream-colored 
grounds.  The  areas  outside  these  are  crimson.  A  wealth  of 
flowers  in  shades  of  lavender,  red,  pink,  blue,  and  pale 
yellow,  with  blue,  green,  and  pale  yellow  foliage,  twines  in 
and  out  of  the  scrolling  forms  in  an  unsymmetrical  man- 
ner, leaving  irregular  medallions  in  the  centers.  These  are 
filled  with  compositions  showing  animals  and  birds  in 
landscapes.  The  two  sofa  backs  are  the  same,  as  are  their 
seats,  and  there  are  twelve  subjects  for  the  chair  backs  and 
seats,  each  being  used  for  both  a  back  and  a  seat. 

Eight  of  the  chair  frames  and  one  of  the  sofas  bear  the 
stamp  of  the  maker,  Nicolas  Quinibert  Foliot. 

On  the  sofa  backs,  the  warps  are  vertical.  There  are 
three  irregular  medallions.  The  central  one  shows  an  owl 
being  tormented  or  "mobbed"  by  other  birds.  A  blue  bird 
with  a  red  beak  flies  above,  a  brown  bird  with  blue  on  its 
wings  and  tail  perches  on  a  branch  at  the  left,  and  a  red 
parrot  is  on  the  right,  with  a  pale  blue  bird  beneath  it.  A 
red  and  pale  yellow  bird  attacks  the  brown  and  gray  owl 
as  it  stands  on  the  dull  green  and  brown  broken  branch  of 
a  tree,  holding  in  its  claws  a  dull  yellow  bird  with  a  red 
head  and  red  on  its  wings  and  tail.  Another  tree  trunk  rises 
on  the  right.  There  is  a  pool  of  pale  blue  water  at  the  lower 
left  and  a  large  green  and  brown  rock  under  the  owl.  The 


sky  is  white,  the  foreground  brownish  green.  The  left  me- 
dallion shows  a  red  bird  flying  against  a  background  of 
pale  yellow  and  green  foliage,  with  a  green  foreground. 
The  right  medallion  has  a  blue  bird  in  a  similar  landscape. 

On  the  sofa  seats,  the  framework  is  almost  identical 
with  that  of  the  backs,  but  the  intertwining  flowers  and 
foliage  are  different,  though  their  basic  arrangement  and 
coloring  are  the  same.  The  central  medallion  shows  a 
brown  stag  chased  by  two  white  dogs,  spotted  in  black 
and  brown.  The  sky  is  white.  There  are  some  very  pale 
green  distant  trees  and  a  pale  blue  lake  fringed  with  blue- 
green  rushes.  The  foreground  is  in  shades  of  dull  green  and 
pale  brown.  Both  side  medallions  show  a  brown  and  black 
animal,  perhaps  a  fox  or  a  wolf,  in  a  landscape  similar  to 
that  of  the  center;  the  one  on  the  left  includes  a  large  tree  in 
shades  of  dull  green  and  pale  yellow. 

The  sofa  armrests  have  two  roses,  one  red  and  pink,  the 
other  yellow,  with  red  and  pink  small  flowers  and  blue 
and  green  foliage  within  the  inner  white  areas  enclosed  by 
the  framework.  The  yellow  outer  areas  have  blue  and 
white  cornflowers. 

On  the  chair  backs  and  seats  the  warps  are  horizontal. 
All  the  backs  have  similar  surrounds  of  scrolling  forms, 
flowers,  and  foliage,  with  some  variations  in  design  and 
coloring.  The  flowers  include  a  scarlet  poppy  on  the  lower 
right,  blue  cornflowers  at  the  top,  pink  and  red  roses,  and 
cream-colored  roses  and  poppies.  The  seats  have  similar 
surrounds,  with  variations  in  design  and  coloring.  There 
are  cream-colored  narcissus  with  yellow  centers  on  the 
right.  Pieces  have  been  cut  out  for  the  support  of  the  arms 
and  backs  of  the  chairs. 

The  central  medallions  comprise  twelve  designs,  each  of 
which  appears  on  a  back  and,  with  more  space  around  it, 
on  a  seat.  The  twelve  designs  are: 

Two  Swans:  The  swans  are  white,  with  brown  beaks. 
Blue  reeds  are  seen  on  the  right.  The  background  is  pale 
blue  above  and  gray  below. 

Two  Squirrels:  The  squirrels  are  cream  colored  and 
brown;  one  is  climbing  a  dull  green  and  pale  yellow  or 
brown  tree,  the  other  eating  a  red  berry.  There  is  dark 
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Sofa  and  sofa  seat 


Chair  back,  Two  Swans;  seat,  Dog  Catching  a  Bird 


green  foliage  at  the  base  of  the  tree  and  green  grass  around 
it.  The  background  is  pale  blue  above,  with  distant  trees  in 
pale  green  and  yellow.  The  foreground  is  in  shades  of 
green,  yellow,  and  brown.  The  seat  of  this  design  has  on 
the  back  a  linen  tag  inscribed  "No.  6,"  and  a  pencil  mark 
"i." 

Two  Parrots:  A  large  blue  parrot  spreads  its  wings  and  a 
smaller  red  one  perches  on  a  brown  and  dull  green  branch. 
The  large  tree  is  in  shades  of  yellow,  green,  and  brown;  the 
distant  trees  are  pale  yellow  and  green.  The  sky  is  blue 
above,  cream  colored  below.  The  foreground  is  pale  green 
and  cream  colored. 

Three  Birds:  The  birds  are  pale  gray  and  brown;  the 
lowest  one  has  red  around  its  eye.  The  foliage  on  the  left  is 
in  shades  of  green  and  brown.  The  sky  is  pale  blue  above, 
pale  gray  below. 

Two  Rabbits:  Both  rabbits  are  pale  and  dark  brown; 


the  one  on  the  left  has  red  eyes.  The  nearer  foliage  is  green, 
the  distant  trees,  pale  yellow  and  pale  green.  The  sky  is 
pale  blue  above,  cream  colored  below.  The  foreground  is 
in  shades  of  tan,  brown,  green,  and  cream. 

Parrot  and  Marmot:  A  red  and  yellow  parrot  with  blue 
on  its  wing  sits  on  the  brown  and  yellow  branch  of  a 
broken  tree,  which  has  blue,  green,  and  yellow  leaves  and 
red  berries.  The  marmot  is  brown,  yellow,  gray,  and 
cream  colored.  The  background  is  pale  gray  above,  pale 
yellow  and  green  below.  The  foreground  is  brown  and 
green. 

Fox  and  Cock:  A  brown  and  cream-colored  fox  has 
caught  a  cock  of  the  same  colors  with  red  comb  and  wat- 
tles and  a  blue  tail.  The  sky  is  pale  blue  and  cream  colored. 
There  are  yellow  and  pale  green  trees  in  the  background 
and  the  foreground  is  yellow  and  dull  green.  The  back  has 
the  number  6  or  9  on  the  reverse  in  pencil. 

Two  Pheasants:  The  birds  are  black,  brown,  and  cream 
colored  with  red  details.  The  sky  is  cream  colored,  the 
distant  trees  yellow  and  pale  green.  The  vegetation  is  in 
shades  of  green,  blue,  and  brown,  with  black.  The  fore- 
ground is  in  shades  of  green,  yellow,  and  brown.  A  linen 
tag  on  the  reverse  of  the  back  is  inscribed  "No.  6,"  and 
there  are  pencil  marks  reading  "Vni/111."  A  pencil  mark 
on  the  reverse  of  the  seat  reads  "2." 

Dog  Chasing  a  Duck:  The  dog  is  cream  colored  with  a 
black  nose  and  eye;  the  duck  is  in  shades  of  brown  and 
black  with  a  blue  head  and  red  tongue.  The  sky  is  cream 
colored  and  the  distant  trees  are  yellow  and  pale  green. 
There  is  a  pale  blue  pond  below  the  duck  with  blue  and 
green  reeds  on  either  side.  The  foreground  is  yellow, 
cream  colored,  and  dull  green.  A  pencil  mark  on  the  re- 
verse of  the  back  reads  "4." 

Two  Ducks:  The  ducks  are  brown,  black,  and  cream 
colored,  with  blue  spots  on  their  heads  and  wings.  There  is 
a  blue  and  green  pond  below  them,  with  black  and  brown 
rocks.  The  land  and  the  reeds  are  in  shades  of  green  and 
blue.  The  sky  is  pale  blue  above,  cream  colored  below.  A 
pencil  mark  on  the  reverse  of  the  seat  reads  "vm." 

Dog  and  Pheasant:  The  dog  is  cream  colored  with 
brown  details;  the  pheasant  is  brown  and  black  with  a 
blue  neck  and  a  red  patch  around  the  eye.  The  tree  by  the 
dog  is  in  shades  of  dull  green,  pale  brown,  and  yellow.  The 
sky  is  pale  blue  above,  cream  colored  below.  The  fore- 
ground and  the  vegetation  is  in  shades  of  yellow,  dull 
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green,  and  pale  brown.  Pencil  marks  on  the  back  read  "i, 
ill." 

Dog  Catching  a  Bird:  The  black,  brown,  and  cream- 
colored  dog  leaps  to  seize  a  brown,  blue,  and  gray  bird 
with  one  red  leg.  There  are  some  dull  green  areas  below 
the  dog  and  some  reeds  in  greens  and  blues  on  the  left.  The 
background  is  cream  colored  above,  yellow  below  and  on 
the  right.  A  linen  tag  attached  to  the  reverse  of  the  back  is 
inscribed  "11.7." 

CONDITION 

There  are  slight  repairs  on  one  of  the  sofa  backs.  One 
sofa  seat  is  extensively  repaired,  the  other,  worn  and 
faded,  with  some  repair.  All  armrests  are  worn;  some  have 
holes  and  bare  warps,  others  are  much  repaired. 

The  condition  of  the  chair  backs  and  seats  is  as  follows: 

Two  Swans:  The  central  medallion  of  the  back  is  badly 
faded  and  almost  illegible;  the  seat  is  much  repaired. 

Two  Squirrels:  The  back  is  slightly  faded,  and  the  seat  is 
much  repaired. 

Two  Parrots:  The  back  is  slightly  repaired;  the  seat  is 
much  repaired,  especially  in  the  front. 

Three  Birds:  The  back  is  faded,  and  the  seat  is  much 
repaired,  especially  in  the  front  and  the  sky. 

Two  Rabbits:  The  back  is  somewhat  repaired;  the  seat 
is  much  repaired,  with  bare  warps  in  the  central  medallion 
and  on  the  lower  part  of  the  surround. 

Parrot  and  Marmot:  The  back  is  slightly  repaired,  and 
the  seat  faded  and  somewhat  repaired. 

Fox  and  Cock:  The  back  is  slightly  faded;  the  seat  is 
much  repaired,  especially  in  front. 

Two  Pheasants:  The  back  is  slightly  faded  and  is  torn  at 
the  upper  right  edge;  there  are  worn  areas  and  bare  warps 
in  the  upper  left  center,  but  no  repairs.  The  seat,  badly 
worn  with  areas  of  bare  warps  in  the  sky  and  the  fore- 
ground, is  faded,  with  some  slight  repairs. 

Dog  Chasing  a  Duck:  The  back  is  slightly  faded,  and 
the  seat  is  much  repaired. 

Two  Ducks:  The  back  is  slightly  faded;  the  seat  is  faded 
and  badly  worn,  with  areas  of  bare  warps,  especially 
toward  the  front,  and  some  repair. 

Dog  and  Pheasant:  The  back  is  somewhat  torn  and 
faded;  the  seat,  badly  worn  in  front,  has  areas  of  bare 
warps  here  and  in  the  sky  to  the  left  of  the  dog. 


Chair  back,  Two  Squirrels;  seat,  Two  Swans 


Chair  seat,  Two  Squirrels 


fig.  48.  A  Squirrel,  by  Jean  Baptiste  Oudry  or  his  son.  Drawing, 
detail.  Fogg  Art  Museum,  Harvard  University,  Cambridge, 
Massachusetts  (1953. 75. 112). 


V 


— 


Chair  armrest       fig.  49.  A  Spaniel  among  Reeds;  a  Squirrel,  by  Jean  Baptiste  Oudry. 

Drawing.  Fogg  Art  Museum,  Harvard  University,  Cam- 
bridge, Massachusetts  (1953.75.156). 
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Chair  seat,  Two  Parrots 

Dog  Catching  a  Bird:  The  back  is  slightly  faded.  Some 
slits  have  opened,  but  there  are  no  conspicuous  repairs. 
The  seat  is  much  repaired,  with  areas  of  bare  warps  in  the 
sky. 

SUBJECTS 

Only  the  sofa  backs  can  be  said  to  have  a  subject,  the 
owl  pestered  by  other  birds.  When  an  owl,  which  nor- 
mally hunts  at  night,  ventures  to  appear  by  day,  it  may  be 
treated  in  this  way.  The  "mobbed"  owl  was  given  a  sym- 


fig.  50.  Two  Flying  Birds,  by  Jean  Baptiste  Oudry.  Drawing.  Fogg 
Art  Museum,  Harvard  University,  Cambridge,  Massachu- 
setts (1953.75.152). 

bolic  meaning  in  the  Middle  Ages,  and  the  subject  has 
been  frequently  represented  in  art.1 

SOURCE  OF  THE  DESIGNS 

Joachim  Wasserschlebe,  secretary  to  Baron  Bernstorff, 
wrote  about  Oudry's  part  in  the  set  that  "la  garniture  de 

Chair  seat,  Three  Birds 


Chair  seat,  Parrot  and  Marmot 


canapes  et  de  fauteuils"  was  "d'apres  ses  propres  car- 
tons."2 Some  of  the  designs  can  be  related  to  drawings  in 
an  album  in  the  Fogg  Art  Museum,  Cambridge,  Massa- 
chusetts, thought  to  be  a  compilation  made  by  Oudry 
about  1750  of  about  112  of  his  own  drawings,  including 
some  copies  of  works  by  other  masters  and  of  earlier 
drawings  probably  by  his  own  hand.  To  these  a  later  artist, 
probably  his  son  Jacques  Charles  Oudry,  added  twenty 
drawings,  most  of  them  birds  taken  from  his  father's 
paintings.3  Two  of  the  Oudry  drawings  (figs.  48, 49)  show 
one  each  of  the  Two  Squirrels,4  the  two  uppermost  birds 
of  the  Three  Birds  are  found  on  another  (fig.  50), 5  and  the 
Two  Rabbits  on  a  third  (fig.  5 1).6  The  last  also  appear  on 
an  engraving  for  La  Fontaine's  fable  Les  Lapins  (bk.  10, 
14)  in  a  book  published  1755-59,  with  illustrations  based 
on  drawings  made  by  Oudry  between  1729  and  1734.7 
The  rabbits,  however,  go  back  to  works  by  Francois 
Desportes.  The  one  with  its  back  turned  is  found,  reversed, 
in  a  painting  in  the  National  Museum,  Stockholm  (fig. 
52),  and  both  of  them  are  in  one  attributed  to  Desportes's 
workshop  that  was  in  the  sale  of  the  Bensimon  collection 
at  the  Hotel  Drouot,  Paris,  November  18,  19,  1981  (no. 
20,  illus.),  and  a  painting  attributed  to  Jean  Baptiste 
Monnoyer  owned  by  the  London  dealer  Richard  Green  in 
1969.8  They  were  also  used  on  a  panel  of  a  Savonnerie 
screen  designed  by  Desportes  about  171 8,  of  which  there 
are  examples  in  the  Huntington  Collection,  San  Marino; 
Waddesdon  Manor;  the  Swedish  National  Collection; 
and  the  J.  Paul  Getty  Museum,  Malibu.9  They  appear, 
with  a  third  rabbit,  on  a  Sevres  porcelain  plate,  dated 
1789,  in  the  British  Royal  Collection,  having  been  copied 
from  a  Desportes  study  in  the  museum  of  the  Manufacture 
Nationale  de  Sevres  (fig.  5 3). 10 

The  Two  Pheasants  are  on  a  Fogg  drawing  (fig.  55); 
they  also  appear  on  a  painting  by  Oudry  of  1725—32  at 
Fontainebleau  and,  in  reverse,  on  one  of  1748  in  the 
Wallace  Collection,  London,  as  well  as  in  a  Chien  a  V arret 
devant  deux  faisans  in  a  private  collection  in  Paris.11  They 
are  seen  on  a  Hounds  and  Pheasants  panel  of  the  Verdures 
fines  Beauvais  tapestry  series  after  Oudry,  first  woven  in 


Chair  seat,  Two  Rabbits 
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fig.  51.  Two  Hares,  by  Jean  Baptiste  Oudry.  Drawing.  Fogg  Art 
Museum,  Harvard  University,  Cambridge,  Massachusetts 
(I953.75-i*6)« 


fig.  52.  Three  Rabbits,  by  Francois  Desportes.  Oil  painting.  Na- 
tional Museum,  Stockholm  (inv.  no.  NM  797). 


173 5. 12  But  they  are  apparently  derived  from  Desportes, 
since  they  are  found  on  a  painting  by  him  dated  171 1  that 
was  sold  at  Sotheby  Parke  Bernet  Monaco,  June  26, 1983 
(no.  450,  illus.). 

The  dog,  with  the  reeds  from  which  it  emerges  and  the 
duck  that  it  pursues,  in  the  Dog  Chasing  a  Duck,  is  seen  in 
two  Fogg  drawings  (figs.  49,  56);  a  comparable  Oudry 
painting  is  in  the  Musee  des  Beaux-Arts,  Angers,  dated 
173  2.13  The  Two  Ducks  are  also  found  in  two  Fogg  draw- 
ings (figs.  57,  58),  though  the  one  that  turns  its  head  does 
not  spread  its  wings  in  the  drawings.14 

The  dog  that  turns  sharply  to  look  at  a  game  bird,  as  in 
the  Dog  and  Pheasant,  is  frequently  found  in  Oudry's 
works,15  but  its  pose  and  that  of  the  bird  in  this  design 
come  from  such  Desportes  paintings  as  the  overdoor 
made  for  Marly  in  1714,  now  in  the  Musee  de  la  Chasse  et 
de  la  Nature,  Paris,16  or  the  Chien  braque  en  arret  sur  un 
faisan  in  the  Manufacture  Nationale  de  Sevres  (fig.  59).17 


fig.  53.  Rabbits  and  a  Guinea  Pig,  by  Francois  Desportes.  Oil  paint- 
ing. Manufacture  Nationale  de  Sevres. 
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Chair  back,  Fox  Catching  a  Cock 

The  pheasant  is  related  to  one  of  the  birds  in  the  Two 
Pheasants  and  to  one  on  a  Savonnerie  screen  in  the  Metro- 
politan Museum  ( 1 1 1 ) . 

The  Fox  and  Cock  has  the  same  composition  as  a  paint- 
ing by  Jacques  Charles  Oudry  in  the  Musee  de  la  Chasse  et 
de  la  Nature  (fig.  5 4). 18  A  similar  group  appears  in  a  paint- 
ing by  the  same  artist  sold  at  the  Palais  Galliera,  Paris, 
November  29, 1976  (no.  58b,  illus.)- 


WEAVER  AND  DATE 

Bernstorff's  order  for  Beauvais  wall  hangings  (see  79) 
and  upholstery  was  placed  in  April  1754,  and  the  com- 
pleted tapestries  were  delivered  to  his  representative  in 
Paris,  Baron  de  Thiers,  in  the  summer  of  175 6. 19  The 
manufactory  was  then  directed  by  Oudry  (until  his  death 
in  April  1755)  and  Andre  Charlemagne  Charron. 


RELATED  TAPESTRIES 

Sets  of  sofas  and  armchairs  with  similar  upholstery  are 
in  the  Cleveland  Museum  of  Art,20  the  Wallace  Collec- 


fig.  54.  Fox  Catching  a  Cock,  by  Jacques  Charles  Oudry.  Oil  on 
canvas.  Musee  de  la  Chasse  et  de  la  Nature,  Paris.  Photo: 
Agraci. 

Chair  seat,  Fox  Catching  a  Cock 


Chair  back,  Two  Pheasants 

tion,  London,21  the  Quirinale  Palace,  Rome,22  and  the 
Patino  collection,  Paris.23  Another  was  in  the  S.  B.  Joel 
sale,  Christie's,  May  29,  30, 1935  (no.  137,  illus.  sofa  and 
two  chairs).  The  floral  surrounds  of  the  chair  backs  in  the 
Cleveland  set  are  like  those  of  74,  but  those  of  the  seats 
and  sofa  covers  differ.  The  Wallace  and  Quirinale  sur- 
rounds are  the  same,  but  those  in  the  Patino  set  are  differ- 
ent. The  Joel  sofa  covers  have  the  same  surrounds,  but 
those  of  the  chairs  are  different. 

The  sofa  back  with  the  "mobbed"  owl  and  the  two 
birds  in  the  side  medallions  is  found  on  sofas  in  the 
Wallace  Collection  (inv.  no.  F192),  the  Quirinale,  and  the 
Joel  sale.  Another  example  is  on  a  sofa  sold  at  Parke- 
Bernet,  March  19,  1942,  from  the  Marquis  Dautrimaux 
collection  (no.  619,  illus.),  later  in  the  C.  Ledyard  Blair 
sale  at  the  same  auction  house,  June  10,  1950  (no.  310, 
illus.),  and  in  the  Wildenstein  sale,  Sotheby  Parke  Bernet 
Monaco,  June  25,  26,  1979  (no.  15,  illus.).  A  sofa  in  the 
Musee  des  Arts  Decoratifs,  Paris,  from  the  Alexis  Godillot 
bequest,  has  the  same  back.  The  same  subject  with  differ- 
ent designs  was  used  for  a  Gobelins  sofa  back  that  was  in 
the  collection  of  Baron  Gustave  de  Rothschild  in  190724 
and  for  Aubusson  sofa  backs  sold  at  Hotel  Drouot,  Paris, 
March  17,  1943  (no.  118,  illus.),  and  at  Parke-Bernet, 
New  York,  March  18, 1939^0. 134,  illus.).  The  sofa  seat 
with  the  hunted  stag  and  animals  in  the  side  medallions  is 
on  sofas  in  the  Wallace  Collection  (inv.  no.  F191)  and  in 
the  Cleveland,  the  Quirinale,  and  the  Wildenstein  sets. 

The  Two  Swans,  Two  Squirrels,  and  Two  Parrots  are 
on  Wallace  Collection  and  Quirinale  chairs;  the  swans  are 
also  on  a  chair  sold  at  Sotheby's,  London,  December  2, 
1983  (no.  49,  illus.),  the  squirrels  also  on  a  Patino  chair, 
and  the  parrots  on  a  chair  in  the  Joel  sale.  The  Three  Birds 
are  on  a  Cleveland  chair  and  a  Quirinale  stool  and  the 
Two  Rabbits  on  Wallace,  Quirinale,  and  Patino  chairs. 
The  Parrot  and  Marmot  are  on  Wallace,  Cleveland, 
Patino,  and  Joel  sale  chairs,  and  on  a  chair  sold  at  Chris- 
tie's, London,  July  5,  1984  (no.  34,  illus.);  a  chair  in  the 
Ephrussi  de  Rothschild  museum,  Saint-Jean-Cap-Ferrat, 
also  shows  them  on  a  plain  ground  with  no  floral  sur- 
round.25 The  Fox  and  Cock  is  on  Wallace,  Cleveland,  and 

fig.  55.  Two  Pheasants,  by  Jean  Baptiste  Oudry.  Drawing.  Fogg  Art 
Museum,  Harvard  University,  Cambridge,  Massachusetts 
(1953.75.110). 


493 


Quirinale  chairs.  The  Two  Pheasants  are  on  a  Wallace 
chair  and  fill  the  left  medallion  on  the  Cleveland  sofa 
back;  they  were  included  in  a  tapestry  panel  in  the  Mme 
Abeille  sale,  Galerie  Georges  Petit,  Paris,  December  3,  4, 
1903  (no.  227,  illus.).26  The  Two  Ducks  are  on  76,  the 
chair  sold  at  Christie's,  July  5, 1984,  and  a  Wallace  chair; 
they  also  appear  on  the  right  half  of  the  central  medallion 
of  the  Cleveland  sofa  back.  The  Dog  Chasing  a  Duck  fills 
the  left  half  of  the  medallion;  they  also  are  found  on  Wal- 
lace and  Quirinale  chairs,  as  are  the  Dog  and  Pheasant 
and  the  Dog  Catching  a  Bird.  The  last  is  also  seen  on  a 
Cleveland  chair. 


HISTORY 

The  set,  mounted  on  French  frames,  was  commissioned  by 
Baron  Bernstorff  in  1754  with  four  pieces  of  the  Loves  of  the 
Gods  series  of  wall  hangings  (see  79).  It  was  shipped  to  Co- 
penhagen in  the  summer  of  1756  and  placed  in  the  Tapestry 
Room  in  his  palace,  which  was  finished  in  the  spring  of  1757. 


Its  subsequent  history  is  the  same  as  that  of  79,  until  it  was  sold 
by  King  George  of  Greece,  probably  to  the  London  dealer 
Charles  Wertheimer;  it  was  acquired  from  him  by  J.  Pierpont 
Morgan  in  1902.  At  the  time  of  Morgan's  death  in  191 5  it 
was  on  loan  to  the  Metropolitan  Museum,  but  it  was  re- 
turned to  his  heirs  in  191 5  and  sold  to  Duveen  Brothers.  The 
tapestry  upholstery  was  then  placed  on  modern  frames  and 
the  set  was  bought  by  John  D.  Rockefeller  in  1919.  He  gave  it 
to  the  Metropolitan  Museum  in  193  5.  The  original  frames  of 
all  the  furniture  were  eventually  located  and  the  tapestries 
replaced  on  them.27 

EXHIBITIONS 

New  York,  MMA,  19 14.  Loan  Exhibition  of  the  /.  Pierpont 
Morgan  Collection,  cat.  pp.  108,  109,  pis.  facing  pp.  103 
(part  of  set  in  gallery),  no  (sofa).  Described  as  "from  the 
collection  of  the  Kings  of  Denmark,  to  whom  they  are  said  to 
have  been  presented  by  the  French  monarch." 

New  York,  MMA,  1920.  Fiftieth  Anniversary  Exhibition. 
Listed  in  leaflet  Fiftieth  Anniversary  Exhibition,  Loans  and 
Special  Features,  p.  1 1,  as  lent  anonymously. 


Chair  seat,  Two  Ducks 


fig.  57.  A  Duck,  by  Jean  Baptiste  Oudry.  Drawing,  detail.  Fogg  Art 
Museum,  Harvard  University,  Cambridge,  Massachusetts 
(i953-75-IM)- 


New  York,  MMA,  1970.  Masterpieces  of  Fifty  Centuries,  cat. 
no.  3 14,  illus.  (two  chairs).  Identified  as  from  Bernstorff's  set, 
after  Oudry. 

PUBLICATIONS 

Wasserschlebe,  Joachim.  "Notices  biographiques  et  historiques 
sur  les  peintres,  sculpteurs  et  graveurs."  Manuscript  in  Royal 
Library,  Copenhagen,  written  after  1755.  Mentions,  under 
Oudry,  the  tapestry  set  (79)  and  "la  garniture  de  canapes  et 
de  fauteuils  d'apres  ses  propres  cartons"  (quoted  from 
Krohn,  Frankrigs  og  Danmarks  Kunstneriske  Forbindelse, 
vol.  2,  p.  204). 

Molinier,  Emile.  "Le  mobilier  francais  du  XVIIIe  siecle  dans  les 
collections  etrangeres."  Les  Arts,  March  1902,  p.  26,  illus. 
Two  chairs  in  Charles  Wertheimer  collection.  Called 
Beauvais,  Fables  of  La  Fontaine. 

Molinier,  Emile.  Royal  Interiors  and  Decorations  of  the  XVIIth 
and  XVIIIth  Centuries.  Paris,  London,  Berlin,  n.d.,  vol.  1, 
n.p.,  illus.  Two  chairs  (same  as  last  publication)  in  Charles 
Wertheimer  collection.  Set  said  to  have  been  "given  to  a  for- 
eign sovereign  by  Louis  XV." 

fig.  58.  A  Duck  and  Another  Bird,  by  Jean  Baptiste  Oudry.  Drawing. 
Fogg  Art  Museum,  Harvard  University,  Cambridge,  Massa- 
chusetts (1953. 75. 1 16). 
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Chair  seat,  Dog  and  Pheasant 

fig.  59.  Chien  braque  en  arret  sur  un  faisan,  by  Francois  Desportes. 
Oil  on  canvas.  Manufacture  Nationale  de  Sevres. 


Friis,  Aage.  "Den  Bernstorffske  Gobelinsal."  Tilskueren  25 
(1908)  pp.  871-80.  Account  of  Tapestry  Room  in  Bernstorff 
Palace. 

Badin.  Beauvais,  p.  68.  One  sofa  and  twelve  armchairs  listed  as 
made  for  the  baron  de  Thiers  in  1754. 

E.  R.  [Edward  Robinson].  "The  J.  Pierpont  Morgan  Collec- 
tion." MMA  Bulletin  9  (1914)  p.  38.  Part  of  set  seen  in  first 
room  of  exhibition. 

J.  B.  [Joseph  Breck].  "French  Decorative  Art  and  Sculpture  of 
the  Eighteenth  Century."  MMA  Bulletin  15  (1920)  p.  134. 
Described  as  twelve  chairs  and  two  sofas  upholstered  in 
Beauvais  tapestry  with  scenes  from  La  Fontaine's  Fables, 
"formerly  in  the  collections  of  the  Kings  of  Denmark  and  of 
J.  Pierpont  Morgan,"  no  owner  named;  p.  133,  illus.,  as 
displayed  in  Gallery  of  Special  Exhibitions. 

Krohn,  Mario.  Frankrigs  og  Danmarks  Kunstneriske  Forbin- 
delse  i  det  18,  Aarhundrede.  Copenhagen,  19x2,  vol.  1,  pp. 
75,  76,  213,  pi.  12;  vol.  2,  p.  204.  Account  of  Bernstorff's 
purchases  of  Beauvais  tapestry;  view  of  his  Tapestry  Room 
with  five  chairs  visible. 

Hannover,  Emil.  Review  of  Frankrigs  og  Danmarks  Kunstne- 
riske Forbindelse.  Kunst  og  Kultur  11  (1923)  p.  10,  illus.  p.  5 
(view  of  Tapestry  Room). 

De  Salverte,  Francois.  Les  Ebenistes  du  XVIIIe  siecle.  Paris, 
1923,  p.  115.  Furniture  listed  as  formerly  in  the  collection  of 
Charles  Wertheimer,  London.  Repeated  without  change  in 
4th  ed.  (1953)  pp.  117-18,  and  5th  ed.  (1962)  p.  121. 

Elling,  Christian.  Palaeer  og  Patricierhuse  fra  Rokokotiden. 
Copenhagen,  1930,  pi.  20  (view  of  Tapestry  Room  in  Bern- 
storff Palace). 

Grandjean,  Bredo  L.  En  Bygnings  Historie:  Det  Bernstorffske 
Palae,  iyji-i^ji,  Copenhagen,  1952,  pp.  n-13,  16-18, 
22,  26,  27.  History  of  Tapestry  Room  in  Bernstorff  Palace,  p. 
14,  illus.,  view  of  room  showing  one  sofa  and  eight  chairs. 

French  Cabinetmakers  of  the  Eighteenth  Century,  Collection 
Connaissance  des  Arts:  "Grands  Artisans  d' Autrefois." 
[Paris],  1965,  p.  138,  figs.  1,  2  (sofa  and  two  chairs). 

Sale  catalogue,  Parke-Bernet,  New  York,  October  23,  1971, 
addendum,  nos.  623  A-D.  One  sofa  and  six  chairs  from  the 
gift  of  John  D.  Rockefeller,  Jr.,  offered  for  sale  on  behalf  of 
the  Metropolitan  Museum  of  Art.  Sofa  and  one  chair  illus. 
Said  to  be  Beauvais  upholstery  after  designs  by  Oudry  from  a 
set  of  twelve  fauteuils  and  two  canapes  ordered  in  1754  by 
the  baron  de  Thiers  for  Count  Johann  Bernstorff;  subsequent 
history  related;  short  bibliography.  Bought  in. 

Rosasco,  Betsy  Jean.  "Jean-Baptiste  Oudry  et  une  Suite  de  Gar- 
niture de  Sieges  en  Tapisserie  de  Beauvais."  Term  paper,  New 
York  University,  Institute  of  Fine  Arts,  1971,  pp.  9,  12-18, 
figs.  15,  17,  19,  22,  25,  27-30  (eight  chairs  and  a  sofa). 
Relationship  with  drawings  in  Fogg  Art  Museum  established. 
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Chair  back,  Dog  Catching  a  Bird 

Parker,  James.  "Eighteenth-Century  France  Recreated  in  the 
'Cold,  Barbarous  Country':  The  Tapestry  Room  from  the 
Bernstorff  Palace,  Copenhagen,"  Burlington  Magazine  115 
(June  1973)  pp.  368, 371-73,  figs.  13, 14  (views  of  Bernstorff 
Tapestry  Room,  showing  sofa  and  ten  chairs),  16,  19 
(chairs),  20  (sofa).  Detailed  history  related,  bibliography  for 
Bernstorff  Palace  given. 

Parker,  James,  and  Le  Corbeiller,  Clare.  A  Guide  to  the 
Wrightsman  Galleries  at  The  Metropolitan  Museum  of  Art. 
New  York,  1979,  pp.  38,  39  (illus  one  sofa),  77  (illus.  chair 
with  two  ducks  on  back),  78. 

Standen,  Edith  A.  "Studies  in  the  History  of  Tapestry  1520- 
1790:  V.  Rococo  and  Neo-Classicism."  Apollo  114  (i98i)p. 
41,  fig.  11  (chair  with  two  squirrels  on  back,  two  swans  on 
seat). 

Verlet,  Pierre.  Les  Meubles  franqais  du  XVI IIe  siecle.  2nd  ed. 
Paris,  1982,  pi.  161  (chair  with  two  squirrels  on  back,  two 
swans  on  seat). 

NOTES 

1.  Heinrich  Schwarz  and  Volker  Plagemann,  in  Reallexikon  zur 
deutschen  Kunstgeschichte,  ed.  Otto  Schmitt  et  al.,  vol.  6  (Munich, 
1973)  s.v.  "Eule,"  cols.  268,  278,  305,  311. 

2.  Krohn,  Frankrigs  og  Danmarks  Kunstneriske  Forbindelse,  vol.  2, 
p.  204. 

3.  Hal  N.  Opperman,  Jean-Baptiste  Oudry,  Ph.D.  diss.,  University  of 
Chicago,  1972  (New  York  and  London,  1977)  vol.  i,pp.  145-49. 

4.  Opperman,  Jean-Baptiste  Oudry,  D689,  D747. 

5.  Opperman,  Jean-Baptiste  Oudry,  D914. 

6.  Opperman,  Jean-Baptiste  Oudry,  D748. 

7.  Rosasco,  "Jean-Baptiste  Oudry,"  p.  12,  fig.  16.  See  also  98. 

8.  Advertisement,  Apollo  90  (December  1969)  p.  vii. 

9.  Pierre  Verlet,  The  Savonnerie.  Its  History.  The  Waddesdon  Collec- 
tion (London,  1982)  p.  230,  no.  15,  fig.  206  (Waddesdon  exam- 
ple), figs.  211,  212  (Swedish  National  Collection  examples);  Gillian 
Wilson,  Decorative  Arts  in  the  J.  Paul  Getty  Museum  (Malibu, 
Calif.,  1977)  no.  45,  illus. 

10.  Geoffrey  de  Bellaigue,  "Sevres  Artists  and  Their  Sources  I:  Paint- 
ings and  Drawings,"  Burlington  Magazine  122  (October  1980)  p. 
675,  fig.  1. 

11.  Opperman,  Jean-Baptiste  Oudry.  D902,  P252,  P263;  idem,  J.-B. 
Oudry,  exh.  cat.,  Grand  Palais  (Paris,  1982)  no.  46  (several  exam- 
ples listed). 

12.  Opperman,  Jean-Baptiste  Oudry,  P252. 

13.  Opperman,  Jean-Baptiste  Oudry,  D689,  D913,  P215. 

14.  Opperman,  Jean-Baptiste  Oudry,  D903,  D906.  The  duck  in  the 
foreground  is  said  to  be  after  an  oil  study  by  Pieter  Boel  at 
Compiegne. 

15.  Opperman,  Jean-Baptiste  Oudry,  P240,  P286,  D622,  etc. 

16.  From  the  Sotheby's,  London,  sale,  June  27, 1962,  no.  79,  illus. 
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ij.  U Atelier  de  Desportes,  exh.  cat.,  Louvre  (Paris,  1982)  no.  12. 

18.  Jean  Cailleux,  "M.  Oudry  le  Fils  ou  Les  Avatars  de  la  Paternite," 
Burlington  Magazine  124  (July  1982)  advertisement  supplement 
following  p.  476,  p.  hi,  fig.  5. 

19.  Parker,  "Eighteenth-Century  France,"  p.  368. 

20.  Catalogue  of  the  John  L.  Severance  Collection  (Cleveland,  1942)  p. 
44,  nos.  74—80,  pi.  xxi  (sofa). 

21.  F.  J.  B.  Watson,  Furniture,  Wallace  Collection  Catalogues  (Lon- 
don, 1956)  pp.  101—03, nos-  F185-F192,  pis.  30,  31  (two  chairs, 
two  sofas). 

22.  Chiara  Briganti,  Curioso  Itinerario  delle  collezioni  ducali  parmensi 


(Parma,  1969)  p.  68,  illus.  pp.  39,  5 1, 62,  63,  66, 67. 

23.  From  the  Double  sale,  Paris,  May  30-June  4, 1881,  no.  406,  illus. 
(engraving  of  chair)  facing  p.  89,  and  the  Joseph  E.  Widener  sale, 
Samuel  T.  Freeman  6c  Co.,  Philadelphia,  June  20-24,  1944,  no. 
477,  illus.  (sofa  and  six  chairs). 

24.  Fenaille,  Gobelins,  vol.  4  (1907)  pi.  facing  p.  380. 

25.  Olivier  Le  Fuel,  "L'extravagante  villa-musee  de  la  belle  Madame 
Ephrussi,"  Connaissance  des  Arts,  no.  121  (March  1962)  p.  77, 
illus. 

26.  Opperman,  Jean-Baptiste  Oudry,  P596. 

27.  Parker,  "Eighteenth-Century  France,"  pp.  372—73. 
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75  Upholstery  panels 

Backs,  seats,  and  armrests  for  three  armchairs 


French  (Beauvais),  mid-eighteenth  century. 
Wool  and  silk. 

Backs  2  ft.  i  in.  x  i  ft.  10V2  in.  (64  cm  x  57  cm); 

seats  2  ft.  3  in.  x  2  ft.  7  in.  (69  x  79  cm); 

armrests  9  in.  x  5  in.  (23  cm  x  13  cm). 

21—24  warps  per  inch,  8-9  per  centimeter. 

Gift  of  Mary  Ann  Payne  Foundation,  Inc.,  1962  (62.224 

[75a]);  Gift  of  Mary  Ann  Robertson,  1964  (64.145.9, 10 

[75b,  c]). 


DESCRIPTION 

Each  chair  has  a  bird  in  a  landscape  on  the  back  cover 
and  an  animal  in  a  landscape  on  the  seat.  The  central 
scenes  are  surrounded  by  scrollwork  in  shades  of  brown 
and  dull  yellow,  intertwined  with  leaves  and  flowers  in 
red,  pink,  blue,  purple,  and  dark  green.  The  ground  outside 
the  scrollwork  is  brown.  Silk  is  lavishly  used  throughout. 

The  armrests  are  all  alike,  having  central  medallions  of 
a  pink  rose  with  yellow  and  green  foliage  on  a  pale  blue 
ground. 

On  the  back  of  75  a,  a  large  bird  with  a  yellow  beak, 
blue  head  and  neck,  red  and  blue  wing,  tan  body,  and  red 
legs  stands  in  a  landscape.  There  are  pale  blue  hills  in  the 
distance  and  some  blue,  brown,  and  dull  green  trees  and 
bushes.  The  foreground  is  in  shades  of  dull  green  and 
brown.  The  sky  is  blue  above,  white  below.  On  the  seat,  a 
stag  in  shades  of  brown  with  a  red  tongue  stands  by  a  large 
gray  and  brown  rock.  The  foreground  is  in  shades  of  dull 
green  and  brown.  The  sky  is  pale  blue. 

On  the  back  of  75  b,  a  hawk  in  shades  of  brown  and  pale 
tan  swoops  down  onto  a  field  in  the  same  colors.  There  are 
clumps  of  trees  in  pale  green,  blue,  and  yellow  on  the 
horizon.  The  sky  is  blue  above,  cream  colored  below.  On 
the  seat,  a  greyhound  in  shades  of  gray  and  brown  stands 
in  a  landscape.  There  are  pale  blue  hills  in  the  distance  and 
some  pale  yellow  and  green  trees.  The  foreground  is  in 
shades  of  dull  green  and  brown.  The  sky  is  pale  blue. 

On  the  back  of  75  c,  a  parrot  with  a  pale  brown  body, 
but  with  wings  and  tail  in  red,  blue,  green,  and  dull  yellow, 
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holds  a  red  fruit  to  its  beak  as  it  perches  on  the  pale  brown 
branch  of  a  small  tree  with  a  brown  and  gray  trunk.  The 
distant  landscape  is  in  shades  of  pale  blue  and  gray,  with 
some  dull  red-brown  foliage  in  the  middle  distance.  The 
sky  is  blue  above,  white  below.  On  the  seat,  a  small  animal 
(perhaps  a  marmot,  though  its  ears  are  too  large)  in  shades 
of  brown  and  gray  is  about  to  eat  a  dark  green  and  brown 
leafy  plant.  There  is  dark  green  vegetation  in  the  back- 
ground. The  foreground  is  in  shades  of  dark  green  and 
brown.  The  sky  is  pale  blue. 


CONDITION 

The  panels  have  been  slightly  cut  to  fit  the  frames,  but 
there  are  no  substantial  areas  of  repair. 


SOURCE  OF  THE  DESIGNS 

The  hawk  is  close  to  one  in  a  drawing,  Hawks  Attack- 
ing a  Family  of  Partridges  and  a  Young  Rabbit,  by  Jean 
Baptiste  Oudry,  dated  1746,  which  was  in  the  sale  of 
Princess  Carolyne  Sayn-Wittgenstein,  Hirsch,  Munich, 
November  26, 1921  (no.  439,  illus.).1 


RELATED  TAPESTRIES 

A  fourth  armchair  of  the  set  to  which  75  a,  b,  and  c 
belong  was  with  them  in  the  Lelong  and  Blumenthal  col- 
lections. It  was  in  the  Baroness  von  Wrangel  sales, 
Sotheby's,  London,  December  11,  1970  (no.  106,  illus.), 
and  May  19,  1972  (no.  70,  illus.);  in  both  cases  it  was 
described  as  formerly  owned  by  the  late  George 
Blumenthal.  The  back  shows  a  parrot  standing  on  a 
branch,  the  seat  has  an  animal  in  a  landscape. 

The  armchair  covers  in  a  set  of  a  sofa  and  six  armchairs 
in  the  E.  Joseph  sale,  Christie's,  May  6-June  13, 1890  (no. 
1945,  sofa  and  two  armchairs  illus.),  have  single  large 
birds  or  animals  in  the  same  borders  as  75. 
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In  the  Mme  C.  Lelong  sale,  Galerie  Georges  Petit,  Paris,  May 

11-15, 1903,  vol.  2,  no.  884,  illus.  (two  armchairs). 
In  the  collection  of  George  and  Florence  Blumenthal,  New 

York,  from  before  1930. 
One  armchair  given  to  the  MMA  by  the  Mary  Ann  Payne 

Foundation,  Inc.,  1962. 
Two  armchairs  given  to  the  MMA  by  Mary  Ann  Robertson, 

1964. 

PUBLICATIONS 

Rubinstein-Bloch,  Stella.  Catalogue  of  the  Collection  of  George 
and  Florence  Blumenthal,  New-York.  Vol.  6,  Furniture  and 
Works  of  Art.  Paris  1930,  pi.  xxx  (one  armchair).  Set  of  four 
armchairs;  tapestries  called  Beauvais,  probably  after  Oudry 
and  Desportes,  inspired  by  La  Fontaine's  Fables. 

MMA  Annual  Report  1962— 1963.  In  MMA  Bulletin,  n.s.  22 
(1963—64)  p.  84.  One  listed  as  "armchair,  walnut,  covered  in 
French  tapestry  of  the  period  of  Louis  XV  .  .  .  [gift  of  the 
Mary  Ann  Payne  Foundation,  Inc.,]  subject  to  a  life  interest  in 
Mrs.  Ralph  K.  Robertson." 

NOTE 

1.  Hal  N.  Opperman,  Jean-Baptiste  Oudry,  Ph.D.  diss.,  University  of 
Chicago,  1972  (New  York  and  London,  1977)  vol.  2,  suppl. 
D669A,  fig.  444. 
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76  Upholstery  panels 

Back  and  seat  for  an  armchair 


French  (Beauvais),  mid-eighteenth  century. 
Wool  and  silk. 

Back  2  ft.  x  i  ft.  10  in.  (.61  cm  x  56  cm); 
seat  2  ft.  2  in.  x  2  ft.  7  in.  (66  cm  x  79  cm). 
20  warps  per  inch,  7-8  per  centimeter. 
Gift  of  J.  Pierpont  Morgan,  1906  (07.225.42). 


DESCRIPTION 

On  the  back,  two  pale  gray  and  brown  ducks  with  blue 
heads  stand  on  dark  green  grass  with  two  dark  gray  and 
brown  pebbles  in  front  of  them.  Behind  them  rise  blue- 
green  reeds.  The  group  is  supported  by  a  dull  yellow  and 
brown  console,  resting  on  scrollwork  in  the  same  colors. 
Similar  scrolls  rise  on  either  side  of  the  panel,  intertwined 
with  red  and  blue  flowers  and  blue-green  leaves.  The 
background  is  pale  blue  above,  dull  pale  yellow  below. 
The  areas  outside  the  scrollwork  are  gray. 

Scrollwork  on  the  seat  similar  to  that  on  the  back 
surrounds  an  area  of  flowers  and  leaves  in  red,  blue,  and 
green,  now  almost  indecipherable  owing  to  repair. 

The  armrests  are  modern. 

CONDITION 

Both  back  and  seat  are  heavily  repaired,  especially  in  the 
centers.  All  silk  passages  appear  to  be  modern,  as  well  as 
the  areas  outside  the  scrollwork.  The  back  is  torn  and  the 
seat  shows  extensive  stretches  of  bare  warps. 

SOURCE  OF  THE  DESIGN 

The  two  ducks  are  found  on  drawings  in  the  Fogg  Art 
Museum,  attributed  to  Oudry  or  his  workshop  (see  74, 
figs.  57,  58). 

RELATED  TAPESTRIES 

The  two  ducks  are  found  on  a  chair  back  and  a  chair 
seat  in  74  as  well  as  on  chairs  in  the  Wallace  Collection 
and  the  Cleveland  Museum  of  Art  (see  74). 

The  same  surrounds  are  seen  on  a  set  of  twelve  arm- 
chairs and  a  sofa  in  the  Edward  T.  Stotesbury  sale,  Parke- 
Bernet,  New  York,  November  18, 1944  (nos.  27-33,  s°fa 
and  two  chairs  illus.);  they  were  called  Aubusson  and 
were  said  to  have  come  from  the  collection  of  the  duke  of 
Sutherland. 

HISTORY 

In  the  Georges  Hoentschel  collection,  Paris,  bought  as  a  whole 

by  J.  P.  Morgan,  1906. 
Given  to  the  MMA  by  J.  Pierpont  Morgan,  1906. 
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77  Upholstery  panels 

Backs,  seats,  and  armrests  for  four  armchairs 


French  (probably  Beauvais),  about  1750. 
Wool  and  silk. 

Backs  2  ft.  1  in.  x  2  ft.  (64  cm  x  61  cm); 
seats  2  ft.  5  in.  x  2  ft.  8  in.  {74  cm  x  81  cm); 
armrests  9V2  in.  x  6  in.  {24  cm  x  15  cm). 
18-21  warps  per  inch,  7-8  per  centimeter. 
Gift  of  Irwin  Untermyer,  1964  (64.101.987  [77a];  64.101.988 
[77c];  64.101.989  [77b];  64.101.990  [77d]). 

DESCRIPTION 

Each  back  has  a  different  central  medallion,  but  the 
floral  surrounds  of  77a  and  d  are  basically  the  same.  The 
seats  of  77a  and  c  are  after  a  single  design,  as  are  those  of 
77b  and  d.  The  armrests  are  fragments  of  tapestry  similar 
to  the  surrounds  of  the  medallions  and  were  not  specifi- 
cally woven  for  their  present  use.  Silk  is  lavishly  used 
throughout. 

On  the  back  of  77a,  a  lion  in  shades  of  yellow,  tan,  and 
brown,  with  a  red  mouth,  is  seen  in  a  landscape.  There  is  a 
large  gray  rock  at  the  left.  The  sky  is  pale  gray  and  the 
distant  trees  are  pale  yellow  and  blue-green.  The  fore- 
ground is  in  shades  of  brown,  gray,  and  dull  green.  One 
small  plant  has  white  flowers,  another  has  red.  The  sur- 
rounding flowers  are  in  shades  of  red,  white,  yellow,  pink, 
purple,  and  blue,  with  foliage  in  blue,  blue-green,  and 
green;  a  large  pale  yellow  tulip  is  seen  on  the  lower  right,  a 
red  double  poppy  with  a  bud  at  the  upper  right,  and  purple 
honeysuckles  above  the  lion. 

On  the  seat,  a  thin  tree  with  pale  green  and  yellow 
leaves  rises  from  a  bank  on  the  right.  Behind  it  is  a  church 
with  a  pale  brown  spire  and  a  dark  blue  striped  roof;  other 
distant  buildings  with  pale  red  roofs  are  seen  on  the  left. 
The  sky  is  pale  blue  above,  pale  gray  below.  The  fore- 
ground is  in  shades  of  green  and  brown.  The  surrounding 
flowers  are  in  shades  of  pink,  blue,  and  dull  yellow,  with 
green  and  blue  foliage.  A  yellow  sunflower  is  seen  on  the 
left,  with  pink  roses  above  it. 

On  the  back  of  77b,  a  pale  dull  tan  and  brown  bitch 
with  several  pale  yellow  puppies  crouches  behind  a  broken 
brown  stone  wall  under  a  brown  roof.  There  are  blue  and 
brown  sticks  under  her  and  a  brown  bowl  with  blue  water 
in  front.  A  seated  gray  and  brown  bitch  faces  her.  The  sky 
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is  pale  gray  and  there  are  some  distant  trees  in  pale  yellow 
and  blue.  The  foreground  is  dark  green  and  brown,  with 
some  small  white  flowers.  The  surrounding  flowers  are  in 
shades  of  red,  pink,  white,  blue,  and  yellow  with  blue  and 
green  foliage;  there  are  large  pink  roses  at  the  lower  left,  a 
red  double  poppy  at  the  upper  right,  and  several  very  large 
tulips. 

On  the  seat,  a  broken  tree  in  dull  yellow  and  green  rises 
from  the  lower  left;  its  sparse  leaves  are  dull  pale  yellow 
and  green  above,  dark  green  below.  Other  trees  in  the 
same  colors  are  seen  in  the  background.  The  sky  is  pale 
gray,  with  a  distant  landscape  in  tones  of  brown  and 
green.  The  surrounding  flowers  are  in  shades  of  dull  red, 
dull  yellow,  white,  and  pink,  with  green,  blue-green,  and 
blue  foliage,  on  a  red-brown  and  black  ground. 

On  the  back  of  77c,  a  hawk  in  shades  of  brown,  tan,  and 
gray  stands  on  a  dark  blue  supine  bird  in  a  landscape.  Tall 
trees  on  the  left  are  in  pale  yellow  and  shades  of  green.  The 
sky  is  pale  blue  above,  with  white  and  pale  gray  clouds 
below.  The  foreground  is  in  shades  of  blue,  blue-green, 
and  pale  yellow.  The  surrounding  flowers  are  in  shades  of 
red,  pink,  blue,  and  pale  yellow,  with  green  and  blue  foli- 
age; wide-open  poppies  in  red,  pink,  and  pale  yellow  are 
conspicuous. 

The  design  of  the  seat  of  77c  is  the  same  as  the  seat  of 
77a,  though  more  buildings  are  visible  in  the  distance. 

On  the  back  of  77d,  a  blue  and  pale  yellow-gray  bird 
with  a  red  mouth  aijd  legs  is  about  to  alight  on  a  branch  of 
a  tree  with  red  flowers  and  green  leaves;  the  knobby  trunk 
is  in  shades  of  green,  yellow,  and  brown.  In  the  distance  on 
the  left  is  a  gray  building  with  pink  roofs  and  there  is  a  line 
of  green  trees  in  the  background.  The  sky  is  pale  blue 
above,  gray  and  pale  yellow  below.  The  foreground  is  in 
shades  of  green  and  brown.  The  surrounding  flowers  are 
in  shades  of  red,  lavender,  pale  yellow,  pink,  and  blue, 
with  green,  blue-green,  and  blue  foliage;  striped  red  and 
yellow  tulips,  red  double  poppies,  and  red  honeysuckle 
and  rosebuds  are  conspicuous. 

The  design  of  the  seat  of  77d  is  the  same  as  the  seat  of 
77b,  but  the  landscape  is  clearer  and  the  colors  of  the 
flowers  stronger. 


CONDITION 

All  the  pieces  were  enlarged  to  fit  their  present  frames. 
The  back  of  77a  has  many  small  repairs,  and  the  seat  is 
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much  worn,  with  areas  of  total  repair  and  others  of  bare 
warps. 

On  77b  the  top  of  the  head  of  the  dog  on  the  left  is  a 
replacement.  The  black  wefts  are  worn  and  there  are 
many  small  repairs  throughout. 

The  hawk's  left  wing  on  77c  is  almost  entirely  renewed, 
and  the  sky  is  much  repaired.  The  seat  has  large  bare  areas 
and  much  repair. 

Both  back  and  seat  of  77d  have  many  small  areas  of 
repair  and  there  are  bare  passages  on  the  seat. 

SUBJECT 

The  subject  of  the  back  of  77b  is  La  Fontaine's  fable  La 
Lice  etsa  Compagne  (bk.  2, 7).  The  bitch,  who  has  usurped 
another  bitch's  shelter,  is  shown  with  her  small  puppies, 
which,  she  says,  are  too  young  to  be  moved.  The  attitude 
of  the  lion  on  the  back  of  77a  is  like  that  of  the  angry  beast 


in  the  fable  Le  Lion  et  le  Moucheron  (bk.  2, 9),  but  there  is 
no  fly  and  no  spider's  web.  The  bird  of  prey  and  its  victim 
on  the  back  of  77c  could  be  from  the  fable  Le  Milan  et  le 
Rossignol  (bk.  9, 18),  but  no  fable  has  been  identified  for 
which  the  back  of  77d  could  be  an  illustration. 


SOURCE  OF  THE  DESIGNS 

Oudry's  illustration  to  La  Lice  et  sa  Compagne  shows 
the  same  general  arrangement  as  the  back  of  77b,  espe- 
cially the  roof  of  the  lean-to  and  the  broken  wall,  but  it 
depicts  a  later  moment  of  the  story,  the  last  visit  of  the 
ousted  bitch  when  the  puppies  are  full-grown  and  can  defy 
her.  Oudry  painted  the  subject  in  1747  for  the  Dauphin's 
apartment  at  Versailles.1 

Oudry's  painting  Le  Lion  et  le  Moucheron,  in  the  Na- 
tional Museum,  Stockholm,  shows  a  lion  very  similar  to 
that  of  77a;  the  painting  is  signed  and  dated  173 2. 2 

RELATED  TAPESTRIES 

Another  example  of  the  back  of  77b  is  in  the  Hermitage, 
Leningrad,  mounted  as  a  round  panel.  The  surrounding 
wreath  is  not  the  same.3 

HISTORY 

Acquired  on  modern  frames  by  Irwin  Untemyer  before  1958. 
Given  to  the  MMA  by  Irwin  Untermyer,  1964. 

EXHIBITION 

New  York,  MMA,  1977.  Highlights  of  the  Untermyer  Collec- 
tion of  English  and  Continental  Decorative  Arts,  cat.  no.  144 
[77b  and  d],  illus.  [77b]. 

PUBLICATIONS 

Hackenbroch,  Yvonne.  English  Furniture  with  Some  Furniture 
of  Other  Countries  in  the  Irwin  Untermyer  Collection.  Cam- 
bridge, Mass.,  1958,  p.  3 1,  figs.  143— 46,  pis.  116— 19.  Called 
Beauvais. 

Coleridge,  Anthony.  Chippendale  Furniture.  London,  1968,  p. 
192,  fig.  182  [77b].  Called  Beauvais. 

NOTES 

1.  Robert  Genaille,  "Les  Fables  de  La  Fontaine  en  tapisserie  de 
Beauvais  au  XVIIIe  siecle,"  Memoires  de  la  Societe  Academique 
d'Archeologie>  Sciences  et  Arts  du  Departement  de  VOise  27 
(1933)  p.  441. 

2.  Hal  Opperman,  J.-B.  Oudry,  exh.  cat.,  Grand  Palais  (Paris,  1982) 
no.  86. 

3.  N.  Birioukova,  Les  Tapisseries  francaises  de  la  fin  du  XVe  au  XXe 
siecle  dans  les  Collections  de  VErmitage  (Leningrad,  1974)  no.  65, 
illus. 


78  Italian  Village  Scenes 

A  complete  set  of  eight  pieces 

a  The  Charlatan  and  the  Peep  Show 

b  The  Gypsy  Fortune-Teller 

c  The  Collation 

d  The  Gardener 

e  The  Hunter 

f  Girls  with  Grapes 

g  The  Parrot 

h  The  Egg  Seller 

French  (Beauvais);  designed  by  Francois  Boucher 

(1703 -1 770),  1734-46,  and  woven  in  1762  under  the 
direction  of  Andre  Charlemagne  Charron  (fl.  175  3-1780) 
for  the  Boulard  de  Gatellier  family,  for  their  Chateau  de 
Gatellier  (Loire). 

Designer's  name  on  78a  and  78c. 

Wool  and  silk. 

78a  9  ft.  3a/2in.  x  13  ft.  4V2in.  (2.83  mx  4.08  m); 
78b  9  ft.  7  in.  x  6  ft.  7  V2  in.  (2.92  m  x  2.02  m); 
78c  10  ft.  10  in.  x  8  ft.  6 in.  (3.30 mx  2.59  m); 
78d  9  ft.  2V2  in.  x  6  ft.  1  in.  (2.81  mx  1.85  m); 
78e  9  ft.  5  in.  x  2  ft.  10  in.  (2.87  m  x  86  cm); 
78f  9  ft.  3  in.  x  2  ft.  8V2  in.  (2.82  m  x  83  cm); 
78g  9  ft.  2  in.  x  1  ft.  9  in.  (2.79  m  x  53  cm); 
78I1  9  ft.  1  in.  x  2  ft.  6  in.  (2.77  m  x  76  cm). 
21—23  warps  per  inch,  8—9  per  centimeter. 
Gift  of  Mary  Ann  Robertson,  1964  (64. 145. 1-8). 


DESCRIPTION 

The  orange-brown  borders  imitating  wooden  frames 
are  modern,  the  tapestries  having  been  woven  to  be  in- 
serted into  boiseries. 

SUBJECT 

The  contemporary  titles  of  the  series  were  Fetes  ita- 
liennes  and  Fetes  de  village  a  I'italienne.1  Only  the  Charla- 
tan and  the  Peep  Show  (apparently  always  woven  together) 
can  be  described  as  a  festival,  as  they  show  activities  at  a 
village  fair.  The  classical  ruins  and  statues  that  appear  in 
the  backgrounds  of  most  of  the  subjects  are  the  only  indi- 


cation that  the  setting  is  Italian,  unless  some  of  the  trees 
are  umbrella  pines. 

The  subjects  of  the  series  not  included  in  this  set  have 
been  published  as  the  Girl  Fishing,  the  Dance,  Music,  the 
Shepherdess,  and  the  Innkeeper  (Cabaretier).2  No  tapes- 
tries corresponding  to  the  titles  of  the  Shepherdess  and  the 
Innkeeper  have  been  identified;  these  were  probably  al- 
ternate names  for  the  Gypsy  Fortune-Teller  and  the  Col- 
lation,3 

There  are  also  several  groups  of  two  or  more  people 
that  are  sometimes  found  as  separate  subjects,  as  well  as  in 
combination  with  the  main  scenes.  These  include  the  three 
seated  people  with  music  books,  usually  combined,  as  in 
78a  and  78 j,  with  the  Charlatan  and  the  Peep  Show, 
where  they  are  extremely  incongruous,  and  a  peddlar,  his 
customers,  and  a  boy  with  a  box  for  a  marmot,  generally 
found,  equally  inappropriately,  with  the  Dance.  This 
group  must  surely  have  been  intended  to  be  combined 
with  the  Charlatan  and  the  Peep  Show;  the  marmot  box 
and  the  curiosite  (peep  show)  were  both  standard  equip- 
ment for  wandering  young  Savoyards,  who  made  their 
living  by  displaying  them.4  The  boy  holding  a  wreath  over 
a  girl's  head  in  the  Gypsy  Fortune-Teller,  though  not  found 
alone  as  a  tapestry,  does  not  appear  on  the  painting  of  the 
subject.5  As  many  as  four  of  the  subjects  could  be  com- 
bined to  make  a  single  tapestry,  as  in  the  example  in  the 
Philadelphia  Museum  (the  Charlatan,  Peep  Show,  Girls 
with  Grapes,  and  Hunters);6  on  the  other  hand,  a  single 
figure  could  be  taken  from  a  group  to  appear  alone  on  a 
narrow  tapestry,  as  was  the  hunter  of  78c. 

The  series  as  a  whole  has  no  subject,  except  that  it 
shows  attractive  young  people  engaged  in  agreeable  out- 
door activities.  In  the  Charlatan,  Peep  Show,  Gypsy  For- 
tune-Teller, Hunters,  Girls  with  Grapes,  and  Girl  Fishing, 
at  least  some  of  the  actors  could  be  taken  for  country 
people;  in  the  other  four  tapestries,  they  are  clearly  gentle- 
folk amusing  themselves  in  the  open  air.7 

SOURCE  OF  THE  DESIGNS 

Boucher's  designs  for  the  Fetes  italiennes  were  listed  in  a 
Beauvais  inventory  of  1754:  "Les  desseins  en  quatre  ta- 
bleaux des  Fetes  italiennes  peint  par  le  sieur  Boucher  .  .  . 
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contenant,  avec  les  bordures,  quatorze  aunes  de  cours  

Une  seconde  suite  des  Fetes  italiennes,  peinte  par  le  sieur 
Boucher  par  ordre  de  Monsieur  Fagon,  ,  .  .  contenant, 
avec  les  bordures,  quatorze  aulnes  [sic]  de  cours."8  There 
were  thus  nearly  a  hundred  and  ten  running  feet  of  paint- 
ings; if  the  second  set  was  also  of  four  pieces,  each  of  the 
eight  paintings  was  about  thirteen  feet  wide,  correspond- 
ing closely  to  the  width  of  a  fairly  large  tapestry  of  this 
series,  such  as  78  a.  The  Charlatan  of  this  set  is  signed  and 
dated  1736,  which  is  also  the  date  of  the  first  weaving,  a 
set  of  three  (unnamed)  pieces.  The  Collation  is  not  re- 
corded as  having  been  woven  before  1745,  unless  it  is 
identical  with  the  Innkeeper  of  1742.  The  Girls  with 
Grapes  first  appears  in  1742,  the  Dance  in  1744,  Music  in 
1745,  and  the  Gardener  in  1746.  The  Parrot  and  the  Egg 
Seller  were  first  made  in  1762  for  the  set  78a— h.9  Their 
compositions  were  probably  taken  from  other  Boucher 
designs  on  hand  at  the  manufactory;  it  is  not  possible  that 
Boucher  would  have  been  available  to  make  new  subjects 
for  Beauvais  at  this  late  date. 

Though  the  various  groups  could  be  separated  or  com- 
bined with  great  freedom,  it  is  possible  to  suggest  what  the 
original  cartoons  might  have  contained,  if  the  unidentified 
titles,  the  Innkeeper  and  the  Shepherdess,  are  considered 
to  be  alternates  for  the  Collation  and  the  Gypsy  fortune- 
Teller.  The  first  set  of  four  cartoons  could  have  been  the 
Charlatan  and  the  Veep  Show  combined;  the  Hunters  and 
the  Girls  with  Grapes  combined;  the  Girl  Fishing;  and  the 
Gypsy  Fortune-Teller.  The  second  four  would  then  be  the 
Dance,  the  Collation,  Music,  and  the  Gardener.  The  first 
four  were  certainly  painted  by  1736,  the  second  possibly 
not  before  1742,  the  date  of  the  first  weaving  of  the  Inn- 
keeper. Two  paintings,  called  Le  Gouter  sur  Vherbe  and 
Danse  champ  etre,  signed  and  dated  1738  and  said  to  have 
been  owned  by  Mme  de  Pompadour,  were  sold  in  Paris, 
March  22,  18 57; 10  though  nothing  is  known  of  the  com- 
positions of  these  paintings,  it  is  possible  that  they  corre- 
spond to  the  Collation  and  the  Dance  of  this  series. 

A  painting,  1.6  meters  square,  in  the  Musee  Baron 
Martin,  Gray,  shows  the  design  of  the  peddlar  and  his 
customers,  with  a  seated  boy  leaning  on  his  marmot  box 
behind  the  group  and  steps  and  a  fountain  in  the  dis- 
tance.11 A  tapestry  after  this  painting  was  in  the  Gaston 
Menier  sale,  Galerie  Jean  Charpentier,  Paris,  November 
24, 1936  (no.  115,  illus.),  and  was  sold  again  at  Christie's 
Geneva,  May  8,  1973  (no.  116,  illus.).12  The  scene  also 


appears  combined  with  the  Dance  in  the  M.  X  .  .  .  sale, 
Galerie  Georges  Petit,  Paris,  May  23, 1927  (no.  1,  illus.),13 
and  combined  with  the  Gardener  and  the  Dance  in  the 
Comte  Greffulhe  sale,  Sotheby's,  London,  July  23,  1937 
(no.  62,  illus.).  A  painting  of  the  Girl  Fishing  and  the 
fountain  above  her  was  in  the  Watel  Dehayin  sale,  Palais 
Galliera,  Paris,  June  12,  1973  (no.  4,  illus.),  and  later  in  a 
private  collection  in  New  York.14  Drawings  by  Boucher 
for  three  figures  in  Music  are  in  the  Stadelsches  Kunstinsti- 
tut,  Frankfurt,  and  a  private  collection  in  Paris.15  For 
paintings,  drawings  and  prints  connected  with  the  com- 
positions of  78,  see  discussions  of  the  individual  pieces. 

WEAVER  AND  DATE 

M.  Boulard  de  Gatellier  commissioned  a  set  of  eight 
pieces,  certainly  78a-h,  in  1762.  At  this  time,  the  manu- 
factory was  under  the  direction  of  Andre  Charlemagne 
Charron. 


RELATED  TAPESTRIES 

Only  one  other  set  of  as  many  as  eight  pieces  is  re- 
corded. It  was  made  in  1750  and  placed  in  storage.  It 
consisted  of  six  of  the  same  subjects  as  78a— h  and  78i  (the 
Charlatan,  Gypsy  Fortune-Teller,  Hunter,  Collation,  Gar- 
dener, and  Dance),  as  well  as  the  Girl  Fishing  and  Music. 
All  the  other  listed  sets  were  smaller. 

Some  tentative  identifications  can  be  made  of  sets 
known  from  the  records  of  payments  to  the  weavers.16  A 
set  finished  in  1738,  the  Charlatan,  Girl  Fishing,  and 
Gypsy  Fortune-Teller,  with  coats  of  arms,  can  be  pre- 
sumed to  be  the  three  pieces  with  the  Rohan-Soubise  arms 
in  the  Philadelphia  Museum  and  the  collection  of  the 
prince  de  Ligne,  Beloeil,  Belgium.  One  of  five  pieces  in  the 
Palazzo  Venezia,  Rome  (from  the  San  Donato  sale,  Flor- 
ence, March  15,  1880,  no.  36),  may  be  that  made  for 
President  Masson  in  1739.  The  subjects  are  the  same,  the 
Charlatan  and  the  Peep  Show  as  one  piece,  Gypsy 
Fortune-Teller,  Hunters,  Girl  Fishing,  and  one  recorded 
at  the  factory  as  "Les  2  figures  a  qui  on  presente  du  fruit" 
and  in  the  sale  as  "les  Vendanges";  this  is  a  narrow  version 
of  the  Girls  with  Grapes.  But  an  addition  ("rallonge")  is 
listed  as  made  for  the  Charlatan,  with  a  dog  and  a  parro- 
quet;  these  do  not  appear  on  the  tapestry.  A  set  of  four 
pieces  in  the  Sir  Anthony  de  Rothschild  sale,  Christie's, 
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London,  June  13,  1923  (no.  89),  had  the  same  subjects 
(the  Charlatan,  Girl  Fishing,  Gypsy  Fortune-Teller,  and 
Hunters)  as  sets  made  for  Mme  Croizat  and  M.  de  la 
Chabrerie  in  1740  and  as  one  put  in  the  warehouse  in 
1745.  A  set  of  six  pieces  was  in  the  M.  X  . . .  sale,  Galerie 
Georges  Petit,  Paris,  May  23, 1927  (nos.  1—6,  all  illus.);  it 
consists  of  the  Dance,  Music,  Hunters  and  Girls  with 
Grapes  combined,  the  Gardener,  and  the  three  people 
with  music  books  in  the  Charlatan.  A  set  of  five  pieces  is 
recorded  as  having  been  in  the  Chateau  de  Balleroy,  Cal- 
vados, near  Bayeux;  it  consists  of  a  large  version  of  the 
Dance,  the  Collation,  the  Girl  Fishing,  Music,  and  a  small 
entrefenetre.  No  publication  of  it  is  known;  it  was  given 
by  Louis  XV  to  Charles  Auguste  de  la  Coeur  and  was  sold 
in  1925. 17  No  sets  of  even  as  few  as  four  pieces  are  in  a 
private  collection. 

The  Girl  Fishing  is  known  from  examples  in  the  Hunt- 
ington Art  Gallery,  San  Marino;  the  Palazzo  Venezia, 
Rome;  the  Nissim  de  Camondo  Museum,  Paris;  and  the 
collection  of  the  prince  de  Ligne,  as  well  as  in  some  sales 
catalogues.18  Music  is  found  in  the  Abbaye  de  Chaalis, 
owned  by  the  Institut  de  France,  and  a  very  wide  version, 
formerly  owned  by  Sir  George  Cooper,  was  sold  at 
Christie's,  London,  July  1,  1982  (no.  10,  illus.);  there  are 
several  smaller  examples.19  Two  small  pieces  with  the  boy 
and  the  girl  from  the  extreme  left  of  the  widest  version  are 
in  the  Musee  Cognacq-Jay,  Paris  (nos.  993,  994). 20  A 
weaving  of  the  Dance  is  at  the  Metropolitan  Museum 
(78i). 

A  sofa  and  six  armchairs  were  upholstered  with  suitable 
Beauvais  designs  for  Boulard  de  Gatellier  to  harmonize 
with  his  wall  coverings;  they  are  now  in  the  Louvre.21  The 
figure  subjects  on  the  upholstery  were  taken  from 
Boucher's  Noble  Pastorale  series. 

HISTORY 

The  set  remained  at  the  Chateau  de  Gatellier  (also  called  Gate- 
lier,  with  other  variations)  until  1898,  when  it  was  bought  by 
the  dealer  Joel  Duveen.  The  borders  were  woven  at  this  time 
by  Aubusson  workmen  under  the  direction  of  Georges 
Pluyette.22  From  early  photographs,  it  can  be  determined  that 
the  Charlatan  and  the  Peep  Show  was  between  two  doors  on 
a  wall  of  a  room  facing  the  window;  the  Gardener  and  the 
Parrot  on  an  end  wall,  the  latter  nearest  the  window,  with  a 
fireplace  between  them;  the  Collation  and  the  Hunter  on  the 
opposite  wall,  the  latter  nearest  the  window,  with  a  mirror 


between  them.23  The  Gypsy  Fortune-Teller,  Girls  with 
Grapes,  and  the  Egg  Seller  may  have  been  on  the  window 
wall,  though  the  faded  condition  of  the  Girls  with  Grapes 
suggests  that  it  was  exposed  to  the  light.  The  strong  colors  of 
the  Gardener,  Collation,  and  Gypsy  Fortune-Teller  show 
that  they  were  more  protected. 

Acquired  by  R.  W.  Hudson,  Great  Marlow,  England,  1900. 

Acquired  by  George  Blumenthal,  about  1928. 

Repaired  by  French  &  Co.,  New  York,  1954. 

Given  to  the  MMA  by  Blumenthal's  widow,  Mary  Ann 
Robertson,  1964. 

EXHIBITION 

London,  Frank  Partridge,  1925. 
PUBLICATIONS 

Badin.  Beauvais,  p.  60.  Listed  as  eight  pieces  (L'Operateur,  La 
Bohemienne,  Les  Chasseurs,  Les  Filles  aux  raisins,  La  Colla- 
tion, Le  Jardinier,  Le  Perroquet,  Le  Marchand  d'oeufs)  made 
for  M.  Boulard  de  Gatillon  [sic]  in  1762;  pi.  facing  p.  36, 
room  in  the  Chateau  de  Gatellier  (Loire),  showing  the  Colla- 
tion in  a  carved  wooden  frame  and  (reflected  in  a  mirror)  the 
Parrot, 

Fenaille,  Maurice.  Franqois  Boucher.  Paris,  1925,  p.  96.  Said  to 
be  in  the  Desmarais  collection,  from  the  Chateau  de  Gatellier. 

Connoisseur  72  (May  1925)  p.  ix,  advertisement,  illus.  [78c]. 

"Current  Art  Notes:  Superb  Tapestries."  Connoisseur  72  (June 
1925)  p.  122.  Notice  of  exhibition  at  Mr.  Frank  Partridge's 
galleries;  said  to  have  been  at  the  Chateau  de  Beaulieu  on  the 
Loire  "until  about  twenty  years  ago." 

"A  Set  of  Beauvais  Tapestries."  Country  Life  57  (May  9, 1925) 
p.  750,  illus.  [78a].  Said  to  be  from  the  collection  of  the  comte 
de  Gattelier  [sic],  Chateau  de  Beaulieu  on  the  Loire;  on  ex- 
hibition at  Frank  Partridge's,  King  Street,  London. 

Marillier,  H.  C.  "Christie's"  1766— 1925.  London,  1926,  p. 
205.  Mentioned  as  from  "the  Chateau  of  the  Gatteliers  on  the 
Loire  and  belonging  to  the  late  Mr.  Hudson,  the  'Soap 
King,'"  exhibited  "during  the  summer  of  1925  at  a  London 
Gallery." 

Rubinstein-Bloch,  Stella.  Catalogue  of  the  Collection  of  George 
and  Florence  Blumenthal,  New  York.  Vol.  6,  Furniture  and 
Works  of  Art.  Paris,  1930,  pis.  lxvii-lxxii.  Called  four  pan- 
els and  four  entrefenetres  from  the  suite  Les  Fetes  italiennes, 
woven  originally  for  M.  Boulard  de  Gatillon  [sic]  in  1762, 
later  in  the  Chateau  de  Gatellier,  and  subsequently  in  the 
collection  of  M.  Hudson.  Some  other  versions  listed. 

MMA  Annual  Report  1965— 1966.  In  MMA  Bulletin,  n.s.  25 
(1966—67)  p.  97.  Listed  as  gift  of  Ann  Payne  Robertson. 
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Verlet,  Pierre.  The  Eighteenth  Century  in  France.  Trans. 
George  Savage.  Rutland,  Vt.,  1967,  p.  60,  pi.  89  (room  in 
Chateau  de  Gatellier). 

Parker,  James.  "The  Hotel  de  Varengeville  Room  and  the 
Room  from  the  Palais  Paar:  A  Magnificent  Donation."  MMA 
Bulletin  n.s.  28  (1969-70)  p.  145,  mentioned;  fig.  26,  gallery 
showing  Gypsy  Fortune-Teller  and  (in  mirror)  the  Collation. 

Jarry,  Madeleine.  "The  Wealth  of  Boucher  Tapestries  in  Amer- 
ican Museums."  Antiques  102  (1972)  p.  223,  set  mentioned; 
cover,  illus.  color,  detail  of  78e;  p.  226,  pi.  1,  color  illus. 
[78c]. 

Schwartz,  Marvin  D.,  and  Wade,  Betsy.  The  New  York  Times 

Book  of  Antiques.  New  York,  1972,  p.  97,  illus.  [78c]. 
MMA  Notable  Acquisitions  1965-1975.  New  York,  1975,  p. 

292,  illus.  [78c]. 
Fowles,  Edward.  Memories  of  Duveen  Brothers.  London, 

1976,  pp.  8,  9.  Account  of  sales  to  Joel  Duveen  and  R.  W. 

Hudson. 

Ananoff,  Alexandre.  Franqois  Boucher.  Lausanne  and  Paris, 
1976,  vol.  1,  pp.  254-64,  nos.  128-41  (78b,  c,  d,  e,  f,  h 
mentioned),  figs.  459,  474,  483— 85  [78a,  b,  c,  d,  h].  Related 
paintings,  drawings,  prints,  and  some  tapestries  listed  and 
illustrated.  The  author  is  not  convinced  that  78I1  is  the  Mar- 
chand  d'oeufs  of  this  set. 

Standen,  Edith  A.  "Fetes  Italiennes:  Beauvais  Tapestries  after 
Boucher  in  The  Metropolitan  Museum  of  Art."  MMA  Jour- 
nal 12  (1977)  pp.  107-30,  figs.  6-8,  10, 11,  13,  20,  23-27, 
30,  32,  33,  36.  History  of  series  given,  all  subjects  discussed, 
related  paintings  cited,  tapestries  of  all  subjects  listed;  all 
pieces  of  78a-h  and  78i  illustrated;  78g  and  h  said  to  be  only 
distantly  related  to  Boucher. 

Shoolman  Slatkin,  Regina.  "The  Fetes  Italiennes:  Their  Place  in 
Boucher's  Oeuvre."  MMA  Journal  12  (1977)  pp.  130—39, 
figs.  41—57.  Related  prints  and  drawings  illustrated  and  dis- 
cussed. 

Sutton,  Denys.  Francois  Boucher.  Exh.  cat.,  Wildenstein,  New 

York,  1980,  p.  35,  no.  5.  Set  mentioned. 
Standen,  Edith  A.  "Studies  in  the  History  of  Tapestry  1520— 

1790:  V.  Rococo  and  Neo-Classicism."  Apollo  114  (1981) 

pp.  39-41,  figs.  5,  6  {Charlatan  and  detail),  7,  8  {Gypsy  and 

detail),  9, 10  {Collation  and  detail). 
MMA  Guide.  New  York,  1983,  p.  224,  no.  65,  illus.  [78c]. 


78a  The  Charlatan  and  the  Peep  Show 

DESCRIPTION 

The  dark-skinned  charlatan,  wearing  a  white  turban, 
a  dull  pink  undergarment,  and  a  dull  blue-green,  fur- 
trimmed  loose  coat,  stands  on  a  platform  under  a  dark 
pink  canopy,  supported  by  brown  shafts  and  ropes  and  a 
broken,  fluted,  pale  gray  column.  He  holds  a  flask  with  a 
red  liquid  in  his  right  hand  and  places  his  left  on  a  pale 
brown  cupboard;  its  top  shelf  is  filled  with  gray  and  white 
bottles  and  a  pestle  and  mortar.  In  front  of  it  sits  a  young 
woman  with  red  ribbons  in  her  fair  hair,  a  white  petticoat, 
pink  dress,  and  loose  blue  coat.  She  holds  a  pale  yellow 
wand  in  her  left  hand.  To  the  left,  a  young  man  blowing  a 
yellow  trumpet  sits  on  the  edge  of  the  platform  which  is 
covered  with  a  red  cloth.  He  wears  a  dark  blue  shirt  and  a 
dull  lavender  overgarment  and  shoes.  Six  spectators  stand 
on  the  left.  The  most  prominent  is  a  girl  with  her  hair  tied 
in  a  knot;  she  wears  a  red  bodice  laced  up  the  back,  pink 
sleeves  and  overskirt,  and  a  dull  lavender  petticoat,  and 
holds  a  brown  and  dull  yellow  basket.  A  child  behind  her 
has  a  red  jacket  and  dark  green  and  yellow  skirt.  Partly 
seen  behind  this  pair  is  a  woman  in  brown  with  a  white 
collar.  Three  figures  are  visible  between  this  trio  and  the 
trumpeter.  One,  with  very  fair  hair,  holds  a  yellow  coin  in 
her  left  hand.  Another,  with  a  wide-brimmed  hat  with 
blue  ties  and  bunches  of  ribbons  at  her  ears,  holds  a  bas- 
ket. Part  of  a  boy's  head  appears  behind  her. 

In  the  center,  below  the  platform,  are  four  people 
grouped  around  a  blue  cylinder  with  a  white  clocklike  top, 
inscribed  in  black:  xn  1 11  in.  A  horizontal  arrow  or  needle 
in  the  center  of  the  clockface  is  held  by  a  boy  in  a  gray  shirt 
and  red  short  pants.  Another  boy,  in  dull  pink  and  white, 
holding  a  long  stick,  leans  over  his  shoulder.  A  smaller  boy 
in  dark  pink  holds  a  white  coin  in  his  left  hand  and  places 
his  right  on  a  group  of  the  bobbinlike  objects  {plaisirs  or 
oublies,  rolled  wafers)  that  lie  on  the  clockface  between 
the  numerals.  A  seated  girl  in  a  bright  red  cap,  bodice,  and 
underskirt,  with  yellow  sleeves  and  overskirt,  holds  a 
white  coin  in  her  outstretched  right  hand.  By  her  side  lies  a 
small  child  in  blue,  pink,  and  white,  holding  a  white  cake 
or  biscuit  to  his  mouth.  By  her  knee  is  a  brown  and  pale 
yellow  basket,  holding  a  blue-striped  cloth  and  a  number 
of  red  and  pink  flowers  and  dark  green  leaves.  Behind  this 
group  are  three  figures,  a  girl  in  front  with  blue  ribbons  in 
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her  hair,  a  dull  blue-brown  dress,  and  yellow  sleeve;  the 
head  of  another  girl  is  seen  behind  her,  as  well  as  that  of  a 
boy  with  a  gray  hat.  He  holds  a  rope,  the  other  end  of 
which  is  tied  to  a  brown  monkey,  which  jumps  down  from 
the  cupboard  behind  the  charlatan.  Under  the  monkey's 
feet  are  some  white  documents  with  dangling  seals. 

To  the  right  of  these  groups  is  a  young  man  operating  a 
blue  peep  show,  supported  on  wooden  trestles.  He  wears  a 
pale  yellow  shirt,  pink  breeches,  gray  stockings,  pale  yel- 
low shoes,  and  a  blue  cloak,  as  he  manipulates  the  yellow 


strings  that  change  the  pictures  in  the  peep  show.  On  top 
of  the  large  box  is  a  smaller  blue  one,  with  a  gray  protrud- 
ing tube  terminated  by  a  yellow  ring;  it  has  a  cylindrical 
chimney  with  vertical  slits,  topped  by  a  conical,  fluted  lid, 
both  in  dull  yellow-gray.  Beside  it  is  a  tilted  brown  and 
yellow  basket,  a  walking  stick,  and  a  piece  of  dark  pink 
drapery.  Three  of  the  four  peepholes  are  covered  by  slid- 
ing panels.  One  is  open,  and  a  young  woman  looks 
through  it.  She  has  a  pale  pink  bodice,  a  white  sleeve  and 
apron,  a  gray  underskirt,  and  a  yellow  overskirt,  mostly 


tucked  up,  and  supports  a  half-nude  baby  boy  in  pink  with 
a  white  undergarment.  Behind  her  is  a  standing  woman 
dressed  in  blue,  with  blue  flowers  in  her  hair,  holding  a 
baby  wrapped  in  a  dark  pink  blanket.  The  head  of  a  boy  is 
seen  above  the  stooping  woman  and  the  hair  of  another 
child  appears  on  the  right. 

Below  and  to  the  right  of  these  figures  is  a  seated  group 
of  three  people.  A  young  man  in  the  foreground  is  dressed 
in  dark  pink  with  a  white  shirt  showing  at  the  waist,  white 
stockings  and  shoes  with  blue  bows  and  red  heels,  his  hair 
tied  with  a  blue  ribbon.  He  leans  against  his  bright  red 
cloak  and  holds  a  brown  guitar  as  he  looks  at  a  large  open 


music  book  in  front  of  him.  Behind  him  is  a  girl  with  red 
and  blue  ornaments  in  her  hair  and  a  blue  dress  with  white 
cuffs,  holding  an  open  music  book  on  her  lap.  A  young 
man  beside  her  has  a  red  bow  in  his  hair  and  is  dressed  in 
dull  lavender  with  a  blue  cloak. 

In  the  background  on  the  left  are  a  ruined  classical  arch 
and  a  broken  fluted  column,  in  tones  of  gray,  brown,  and 
dull  yellow.  One  of  the  large  stone  blocks  below  the  col- 
umn is  inscribed  in  brown  in  reverse:  bouchep  /  1736. 
Behind  the  charlatan  are  broken  columns  and  a  small 
ruined  circular  classical  temple  on  a  high  foundation. 
There  are  a  number  of  dark  green  and  yellow  bushes,  one 


V 


growing  in  a  gray  pot.  On  the  right,  behind  the  peep  show, 
is  a  tree,  probably  an  umbrella  pine,  growing  on  the  tem- 
ple foundation,  and  other  vegetation.  A  dimly  seen  statue 
of  a  man  on  a  pedestal  rises  above  a  mass  of  yellow  foliage. 
The  sky  is  pale  gray,  with  clouds  in  darker  gray  and  dull 
yellow,  and  a  flying  bird  on  the  right.  The  foreground  on 
the  left  shows  a  pile  of  classical  architectural  fragments  in 
grays,  browns,  and  dull  yellows,  partly  overgrown  with 
plants  in  the  same  colors  and  dark  green.  There  are  some 
purple  and  pink  flowers.  On  the  right  is  a  rocky  gorge, 
chiefly  in  shades  of  brown,  with  a  blue  stream  flowing 
through  it;  there  are  reeds  and  large-leaved  plants  in 
browns,  dull  yellows,  and  dark  blue-green.  Silk  is  lavishly 
used  throughout. 

CONDITION 

The  sky  has  lost  its  colors  and  is  much  repaired.  Some 
small  silk  areas  have  perished,  revealing  the  bare  warps. 
The  greater  amount  of  fading,  compared  with  the  other 
tapestries  of  the  set,  must  have  been  caused  by  the  position 
of  the  tapestry  in  the  Chateau  de  Gatellier,  on  a  wall  facing 
windows. 


SUBJECT 

The  charlatan,  selling  his  nostrums  with  the  aid  of  a 
trumpeter,  a  pretty  girl,  and  a  monkey,  is  identified  as  an 
exotic  figure  by  his  dark  skin,  his  turban,  and  his  fur- 
trimmed  costume.  The  papers  with  seals  attached,  trod- 
den on  by  the  monkey,  are  presumably  testimonials  to  the 
efficacy  of  his  wares. 

The  group  below  the  charlatan's  platform  are  gambling 
for  oublies,  also  called  plaisirs.  The  sellers  of  these  rolled 
wafers  carried  their  wares  in  metal  containers  with  a  tour- 
niquet^ or  numbered  disc,  on  the  lid.  A  central  arrow  could 
be  twirled  on  a  pivot;  the  digit  at  which  the  point  came  to 
rest  indicated  the  number  of  oublies  the  purchaser  would 
receive  for  his  money.24 

On  the  right  is  a  botte  a  curiosity  or  peep  show.  The 
usual  curiosite  was  a  plain  box,  with  one  or  more  peep- 
holes, and  strings  hanging  outside  by  which  the  pictures 
shown  inside  could  be  changed;  the  very  large  type  seem 
to  have  been  more  common  in  Italy  than  in  France.25  Both 
here  and  in  a  Sevres  soft-paste  biscuit  group  called  La 
Curiosite,  or  La  Lanterne  magique  montree  a  la  foire  par 
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le  Savoyard  (by  Falconet  after  Boucher),26  the  structure  on 
the  top  of  the  box  shows  the  characteristic  chimney  and 
pointed,  fluted  lid  of  the  peep  show  that  used  a  candle 
instead  of  daylight.  The  protruding  tube  suggests  that  this 
machine  was  also  a  magic  lantern.27 

These  three  groups  are  carrying  on  characteristic  activ- 
ities of  a  country  fair,  but  the  trio  on  the  right  has  no 
connection  with  such  an  occasion  and,  indeed,  has  chosen 
an  extremely  noisy  place  in  which  to  make  music.  It  seems 
probable  that  they  were  associated  in  Boucher's  cartoons 
with  the  subject  called  Music.  Perhaps  the  original  right- 
hand  group  of  the  village-fair  design  was  the  young  ped- 
dlar  and  his  customers. 


fig.  60.  Woman  Holding  a  Music  Book,  by  Jean  Baptiste  Oudry, 
after  Francois  Boucher.  Drawing.  Staatliches  Museum, 
Schwerin. 

SOURCE  OF  THE  DESIGN 

The  round  temple  is  reminiscent  of  the  Temple  of  Vesta 
at  Tivoli. 

Several  drawings  have  been  associated  with  this  tapes- 
try. One  in  the  National  Museum,  Stockholm,  is  for  the 
girl  on  the  left  with  a  basket  on  her  arm  and  for  the  child 
behind  her.  One  formerly  in  the  J.  P.  Heseltine  collection, 
London,  is  for  the  young  woman  selling  the  plaisirs.  A 
Young  Girl  in  the  Boymans  Museum,  Rotterdam,  is  close 
to  a  figure  watching  the  charlatan,  and  the  man  operating 
the  peep  show  resembles  a  drawing  from  the  collection  of 
Mrs.  Frederick  C.  Havemeyer,  sold  at  Sotheby's,  London, 


November  28, 1962  (no.  33,  illus.).28  A  sheet  of  studies  of 
hands  from  the  David  Daniels  collection,  sold  at  this  auc- 
tion house,  April  25,  1978  (no.  66,  illus.),  includes  those 
of  the  plaisirs  seller  and  some  of  her  customers.  A  drawing 
for  the  seated  woman  holding  a  music  book  in  the  Staat- 
liches Museum,  Schwerin  (fig.  60),  is  considered  a  copy  by 
Oudry  after  Boucher.29 

A  print  dated  1740  by  Charles  Nicolas  Cochin  fils, 
called  the  Foire  de  campagne,  shows  the  peep  show  and 
the  group  around  the  plaisirs  box,  as  well  as  the  round 
temple  and  leaning  tree  in  the  background,  but  the  charla- 
tan and  his  companion  are  different.  It  is  said  to  have  been 
engraved  after  a  poor  copy  of  a  Boucher  sketch.30  Another 
print  by  P.  Aveline,  La  Musique,  includes  the  woman  of 
the  music-making  trio;  it  is  said  to  be  after  a  painting  of 
1737.31  prints  by  J.  J.  de  Boissieu  after  Karel  du  Jardin, 
showing  comedians  and  charlatans,  have  also  been  asso- 
ciated with  the  composition  as  a  whole,  and  prints  by  Gilles 
Demarteau  and  Louis  Bonnet  after  Boucher  are  related  to 
individual  figures.32 

A  Boucher  painting  in  the  Iveagh  Bequest,  Kenwood, 
London,  called  A  Man  Offering  Grapes  to  a  Girl,  includes 
the  seller  of  oublies,  reversed;  it  is  signed  and  dated 
1768.33 


RELATED  TAPESTRIES 

The  Charlatan  is  recorded  as  having  been  woven  twelve 
times  between  173  8  and  1762  (78a).  Only  once  is  the  Peep 
Show  named  as  having  been  woven  with  it,  in  a  set  made 
in  1739  for  President  Masson.  The  Peep  Show,  as  a  sepa- 
rate tapestry,  appears  in  the  records  only  once,  in  a  set 
woven  in  1759  for  M.  de  l'Orme,  which  did  not  include 
the  Charlatan.  But  the  published  tapestries  all  show  both 
subjects  combined  and  the  music-making  trio  added  to  the 
right.  Examples  include  one  in  the  Palazzo  Venezia,  Rome 
(from  the  San  Donato  sale,  no.  36);34  it  is  longer  and 
narrower  than  78  a,  showing  two  columns  on  the  far  left 
and  more  vegetation  on  the  right,  but  cut  off  at  the  top  just 
above  the  head  of  the  statue.  The  name  Boucher  is  not 
reversed  and  the  framelike  borders  have  fleurs-de-lis  in  the 
corners.  One  in  the  Virginia  Museum  of  Fine  Arts,  Rich- 
mond, from  the  Willy  Blumenthal  collection,  Paris,  is  very 
close  to  78a.35  It  has  only  a  guard  for  a  border,  with  the 
mark  A.C.  for  Andre  Charron,  showing  that  it  was  made 
after  1753,  though  no  Charlatan  except  78a  is  recorded  as 
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woven  at  such  a  late  date.  The  example  in  the  Huntington 
Collection,  San  Marino,  acquired  in  1927  and  previously 
in  the  Anthony  de  Rothschild  sale  (no.  89),  is  wider  and 
shorter  than  78a,  showing  a  large  tree  trunk  on  the  far 
right;  the  name  Boucher  is  not  reversed  and  there  is  no 
date.36  The  tree  trunk  and  the  two  columns  also  appear  on 
the  borderless  example  owned  by  the  Hillwood  Museum, 
Washington.37  78)  has  two  columns  on  the  left,  but  ends 
on  the  right  immediately  beyond  the  girl  with  a  music 
book.  Two  other  subjects,  the  Girls  with  Grapes  and  the 
Hunters,  were  added  to  the  right  of  the  example  in  the 
Philadelphia  Museum,  making  it  nearly  twenty-five  feet 
wide.  It  was  acquired  in  1929  and  had  been  sold  at  the 
Galerie  Georges  Petit,  Paris,  June  21,  1928  (not  num- 
bered, illus.).  The  elaborate  borders  have  the  arms  of  the 
prince  de  Soubise;  the  name  Boucher  is  not  reversed.  An 
example  in  the  Paul  Dutasta  sale,  Galerie  Georges  Petit, 
Paris,  June  3,  4,  1926  (no.  193,  illus.),  is  like  78a,  except 
that  it  is  greatly  extended  on  the  right,  showing  the  tree 
trunk  and  several  smaller  trees,  with  a  pond  below  them; 
the  name  Boucher  is  reversed.  The  name  is  not  on  a  piece 
in  the  Francois  Coty  sale,  Galerie  Jean  Charpentier,  Paris, 
November  30— December  1,  1936  (no.  no,  illus.),  which 
has  a  stretch  of  foliage  and  foundations  to  the  left  of  the 
two  columns;  it  is  also  higher  than  78a,  showing  all  the 
ruined  roof  of  the  round  temple  behind  the  charlatan.  The 
date  is  1737.  An  example  formerly  owned  by  the  earl  of 
Iveagh,  Elveden  Hall,  was  sold  by  Christie's  in  the  house, 
May  22, 1984  (no.  1766,  illus.);  it  is  close  to  78a,  but  the 
name  Boucher  is  not  reversed. 

The  music-making  trio  was  woven  at  least  once  as  a 
separate  panel,  the  tapestry  now  in  the  J.  Paul  Getty  Mu- 
seum, Malibu,  California,  previously  in  the  Ogden  L. 
Mills  sale,  Parke-Bernet,  New  York,  April  2,  1938  (no. 
538,  illus.),  and  the  M.  X  .  .  .  sale,  1927  (no.  8,  illus.).38 
The  background  includes  the  classical  statue. 

78b  The  Gypsy  Fortune-Teller 

DESCRIPTION 

The  young  woman  has  bare  feet  and  wears  a  white  and 
blue  kerchief,  tight  orange-red  sleeves,  and  blue  under- 
skirt, tattered  at  the  hem,  a  lavender  tucked-up  robe,  and  a 
pink  wide-sleeved  jacket,  with  a  red  zig  line  at  the  shoul- 
der and  a  pale  blue  stripe.  On  her  back  is  a  baby  in  white, 


wrapped  in  a  dark  yellow  blanket.  She  holds  the  hand  of  a 
seated  shepherdess,  who  is  in  very  pale  pink  with  a  yellow 
overskirt  and  blue  shoes.  She  has  blue  ribbons  in  her  hair, 
around  her  neck,  and  at  her  elbow,  and  holds  a  pale  gray 
houlette  with  a  blue  bow  at  the  top.  Behind  the  raised 
bank  on  which  she  sits  is  a  partially  seen  young  woman 
with  a  red  ribbon  in  her  hair,  wearing  a  lavender-pink 
dress  with  a  blue  scarf  visible  at  the  back  of  her  neck. 

To  her  right  is  a  seated  girl  holding  a  swag  of  red,  pink, 
yellow,  white,  and  blue  flowers.  She  has  a  small  red  cap,  a 
blue-and-white  striped  scarf,  a  red  bodice  laced  across  her 
bosom,  a  pink  overskirt,  a  dark  yellow  underskirt,  and  a 
blue  and  white  petticoat.  A  young  man,  with  a  white  shirt 
and  blue  coat,  holds  a  wreath  of  red,  white,  blue,  and  pink 
flowers  with  dark  green  leaves  over  her  head.  In  the  lower 
right  corner  are  six  sheep  in  pale  tans,  grays,  and  brown. 

In  the  background  on  the  left  are  rocks  in  pale  grays  and 
browns,  with  much  blue-green  vegetation.  A  large  male 
caryatid  supports  a  capital,  with  a  ruined  building  behind 
it.  In  the  upper  center  is  a  contorted  ancient  tree  trunk, 
from  which  grow  large  branches  with  green  and  yellow 
foliage;  from  one  of  these  hang  two  blue  wreaths  and  a 
panpipe  on  a  dull  red  ribbon.  On  the  right  is  a  curved  tree. 
The  sky  is  pale  blue  at  the  top,  white  and  gray  below.  The 
foreground  is  in  tones  of  tan,  brown,  and  dull  pale  yellow, 
with  large  plants  in  dark  blue-green,  and  white  flowers. 
Behind  the  sheep  is  a  bunch  of  blue-green  and  white  reeds. 

CONDITION 

There  are  a  number  of  small  areas  of  repair,  especially  in 
the  distance  and  in  the  foreground. 

SUBJECT 

The  woman  having  her  fortune  told  is  identified  as  a 
shepherdess  by  the  houlette  she  holds.39  The  kerchief, 
bare  feet,  ragged  skirt,  and  wrapped-up  baby  on  the  back 
indicate  that  the  fortune-teller  is  a  gypsy.40  The  reclining 
couple  on  the  left  does  not  seem  to  be  connected  with  the 
principal  group,  but  the  pair  is  always  found  in  this  posi- 
tion on  tapestries  of  this  subject  and  never  separately  or 
combined  with  other  groups. 

SOURCE  OF  THE  DESIGN 

A  painting  of  part  of  the  design  reversed,  attributed  to 
Boucher,  was  in  the  Watel  Dehayin  sale,  Palais  Galliera, 
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Paris,  June  12,  1973  (no-  5>  illus.),  and  later  in  a  private 
collection  in  New  York;41  only  the  gypsy  and  the  shep- 
herdess are  present,  there  are  no  rocks  or  caryatid,  and  the 
background  is  different.  A  print  by  Claude  Duflos  after 
Boucher,  called  Hommage  champetre,  shows  the  boy 
crowning  the  girl,  and  one  by  P.  Aveline,  called  La  Bonne 
Aventure^  has  the  same  couple,  with  the  trees  and  the 
herm.  There  is  also  a  fortune-teller,  though  he  is  an  old 
man,  and  the  shepherdess  is  standing,  but  she  bears  some 


resemblance  to  the  seated  figure  on  the  tapestries;  a  small 
painting  with  this  composition  was  in  the  Irwin  Laughlin 
collection,  Washington,  and  was  sold  at  Sotheby's,  Lon- 
don, June  10,  1959  (no.  35).42  In  1979,  it  belonged  to  the 
New  York  dealer  Schweitzer  and  was  attributed  to  Jean 
Baptiste  Le  Prince.  The  gypsy  and  her  baby  are  derived 
from  a  sketch  in  the  Robert  Witt  collection  in  the 
Courtauld  Institute,  London.43 

Detail  of  78b 


RELATED  TAPESTRIES 

The  Gypsy  Fortune-Teller  is  recorded  as  having  been 
woven  thirteen  times  between  1738  and  1762  (78b).  If  it  is 
identical  with  the  Shepherdess,  it  was  woven  four  more 
times  from  175:^01754.  The  example  in  the  Huntington 
Collection  was  acquired  in  1920  from  the  collection  of 
Count  Harrach,  with  a  combined  Hunters  and  Girls  with 
Grapes  and  a  Collation**  It  is  shorter  and  narrower  than 
78b,  with  the  top  edge  immediately  above  the  capital  and 
the  right  side  cutting  through  the  group  of  sheep.  Exam- 
ples in  private  collections  include  one  owned  by  the  prince 
de  Ligne,  Beloeil,  Belgium,  with  the  Rohan-Soubise  arms; 
it  is  taller  and  wider  than  78b,  showing  sky  above  the 
central  tree  and  the  whole  of  the  tree  on  the  right,  with 
another  behind  it.45  Another  was  owned  by  Mme  L. 
Barzin,  Paris,  in  1967.46  One  in  the  Victoria  and  Albert 
Museum  is  a  square  panel,  extended  on  the  right  to  in- 
clude the  whole  of  the  curved  tree.47  The  piece  in  the 
Palazzo  Venezia  (from  the  San  Donato  sale,  no.  36,  illus., 
engraving)  is  close  to  78  b,  but  has  a  border  with  fleurs-de- 
lis  at  the  corners.  That  in  the  Sir  Anthony  de  Rothschild 
sale  (no.  89,  illus.)  is  nearly  twelve  feet  wide,  including 
three  more  sheep  on  the  left  and  two  on  the  right,  in  an 
extensive  landscape.  The  square  panel  in  the  Fine  Arts 
Museums  of  San  Francisco  is  like  the  London  example, 
but  has  a  modern  border.48  The  example  in  the  L.  and  A. 
Satori  sale,  Kende,  Vienna,  February  24,  1926  (no.  115, 
illus.),  is  close  to  78b,  but  is  slightly  taller  and  wider, 
showing  the  whole  curve  of  the  tree  on  the  right;  it  was 
previously  sold  at  the  Hotel  Drouot,  Paris,  March  5, 1923 
(no.  119,  illus.).  The  piece  in  the  Gaston  Menier  sale, 
Galerie  Jean  Charpentier,  Paris,  November  24, 1936  (no. 
104,  illus.),  sold  again  at  Christie's,  May  8, 1973  (no- 1 
illus.),  includes  on  the  left  two  figures  from  the  Girl  Fish- 
ing and  the  vase  and  fountain  behind  them;  it  is  signed  by 
Besnier  and  Oudry,  and  so  must  have  been  made  before 
the  end  of  1753  when  Besnier  retired.49  A  nearly  square 
panel,  from  the  collection  of  Mrs.  Cornelius  Vanderbilt, 
New  York,  was  in  the  Gustave  Pierre  Bader  sale,  Parke- 
Bernet,  New  York,  April  27,  1957  (no.  386,  illus.),  and 
was  sold  again  at  the  Galerie  Charpentier,  Paris,  June  3, 4, 
1958  (no.  298,  illus.),  and  at  Christie's,  Rome,  October 
14,  1982  (no.  25,  illus.);  it  is  wider  and  lower  than  78b 
and  has  no  borders.  French  &  Co.  lent  an  example  to  the 
exhibition  Age  of  Elegance:  The  Rococo  and  Its  Effect,  at 
the  Baltimore  Museum  of  Art,  1959  (cat.  no.  156,  detail 


illus.  p.  51).  A  short  and  narrow  borderless  version,  end- 
ing above  the  capital  at  the  top  and  close  behind  the  child 
on  the  right,  was  in  the  C.  Ledyard  Blair  sale,  Parke- 
Bernet,  June  10, 1950  (no.  322,  illus.),  and  was  sold  again 
as  coming  from  the  Baronne  Eugene  de  Rothschild  collec- 
tion at  Sotheby  Parke  Bernet  Monaco,  June  24, 1976  (no. 
118,  illus.).  A  small  panel  showing  the  upper  part  of  the 
shepherdess,  holding  a  bird  and  without  her  houlette, 
with  the  head  and  shoulders  of  the  girl  behind  her,  was  in 
the  Georges  Hoentschel  sale,  Galerie  Georges  Petit, 
March  31— April  2, 1919  (no.  364,  illus.). 

A  much  altered  version,  reversed,  and  with  a  different 
background  was  woven  at  Beauvais  in  the  nineteenth  cen- 
tury; an  example  was  in  the  Mrs.  Grace  T.  Tobey  sale, 
Parke-Bernet,  November  21,  22,  1941  (no.  446,  illus.). 
The  gypsy  and  the  shepherdess  are  found  on  a  silk  tapestry 
woven  by  Jean  Fousadier,  after  a  cartoon  by  Philip  Rice,  in 
the  workshop  of  William  Baumgarten  and  Co.,  New 
York,  before  1905,  that  was  in  the  Mrs.  Jacob  H.  Schiff 
sale,  American  Art  Association-Anderson  Galleries,  De- 
cember 7— 9,  1933  (no.  593). 


78c  The  Collation 


DESCRIPTION 

A  young  woman  standing  in  the  center  has  a  blue  orna- 
ment in  her  hair,  a  white  kerchief  and  ruffles  at  her  elbow, 
and  a  pink-lavender  dress;  she  holds  a  pink  parasol  with 
gray  spokes.  In  front  of  her,  a  young  man  bends  to  offer  a 
small  gray  round  tray  with  a  foot;  on  it  are  two  tall  glass 
containers,  one  filled  with  red  wine,  the  other  with  a  pale 
liquid,  and  a  wineglass.  He  wears  a  red  and  pink  bow  in 
his  hair,  white  cravat  and  sleeves,  and  an  orange  coat,  and 
has  a  white  napkin  over  his  shoulder.  Seated  on  the 
ground  below  him  is  a  young  man,  his  hair  tied  in  a  blue 
bow,  with  another  at  his  throat.  He  is  dressed  in  a  white 
shirt,  pale  yellow-gray  waistcoat  with  pink  turned-back 
cuffs,  a  short-sleeved  blue  coat  lined  with  pink,  red-orange 
breeches,  and  gray  stockings  and  shoes  with  blue  bows. 
He  holds  a  string  of  pale  yellow  ring-shaped  gimblettes 
(hard  biscuits).  A  white  cloth  lies  on  the  ground  at  his  feet. 
At  his  back  is  a  pale  yellow-gray  hat  decorated  in  pink.  On 
the  right,  holding  out  a  hand  to  receive  the  tray,  is  a  young 


518 


woman  in  a  blue  dress  with  blue  and  white  sleeves.  She  has 
a  gray  and  pink  striped  petticoat,  blue  stockings  with  pink 
clocks,  and  gray  shoes  with  red  heels.  A  seated  young  man 
leans  against  her,  holding  a  flask  with  red  wine  in  his  right 
hand  and  a  wineglass  with  red  wine  in  his  left.  His  hair  is 
tied  with  red  bows  and  there  is  another  at  his  throat.  He 
has  a  white  shirt,  pink  waistcoat  with  blue  stripes  and 
turned-up  blue  cuffs,  a  short-sleeved  yellow  coat  with  a 
blue  lining,  gray  stockings  and  shoes,  with  red  heels  and 
bows,  and  a  red  bow  at  his  knee.  A  white  cloth  lies  across 
his  lap.  To  the  right  is  a  gray  and  brown  spaniel  with  a  red 
mouth  (see  detail). 

To  the  left  of  the  group  is  a  blue  table;  on  it  are  a  white 
cloth,  a  shallow  basket  filled  with  red  fruit,  and  a  gray 
bucket  with  the  neck  of  a  bottle  of  red  wine  protruding 
from  it.  Behind  the  table  is  a  building  with  an  open  door  in 
grays  and  pale  browns.  A  blue  and  gray  scalloped  canopy 
is  supported  by  slanting  poles  and  a  blue-green  vine  ex- 
tends across  the  wall  beneath  it.  In  the  distance  on  the 
right  is  an  irregular  wooden  enclosure  in  dull  yellow  and 
blue.  The  background  is  formed  by  a  dense  wood  in  blue- 
greens  and  pale  yellows.  The  sky  is  pale  blue  at  the  top, 
shading  to  pale  gray  and  white  below.  The  foreground  is 
gray  and  white  in  the  center,  with  a  stretch  of  dark 
browns,  greens,  and  dark  yellows  below,  as  if  the  party 
were  sitting  in  a  sandy  patch.  On  the  left,  in  dark  brown 
on  dark  green  is  inscribed  in  reverse:  F.  Boucher.  A 
squared  stone  or  box  is  seen  above  the  signature  and  a 
blue-green  plant.  On  the  right,  below  the  dog,  the  ground 
and  a  number  of  plants  are  blue-green.  Some  pieces  of 
wood  are  visible  on  the  far  right  behind  the  dog. 


CONDITION 

There  are  a  number  of  small  areas  of  repair,  especially  in 
the  foreground,  and  a  row  of  nail  holes  in  the  sky  at  the 
top. 


SUBJECT 

The  deferential  young  man  with  the  tray  is  not  in  the 
livery  of  a  servant,  but  he  does  not  seem  to  be  part  of  the 
company.  His  costume  is  more  conventional  than  that  of 
the  two  gentlemen,  whose  loose,  short-sleeved  jackets  are 
unusual,  though  found  in  other  works  by  Boucher.50  The 
napkin  over  his  shoulder  suggests  that  he  is  a  waiter.  In 


this  case  the  building  might  be  an  inn,  and  the  title  of  the 
Innkeeper  could  very  well  have  been  given  to  the  subject. 
In  the  wider  version  in  the  Guy  de  Rothschild  collection, 
the  complete  building  and  another  conventionally  dressed 
attendant  support  this  suggestion.  The  hat  on  the  ground 
looks  like  a  woman's  but  it  is  found  in  other  works  in 
circumstances  that  show  that  it  is  a  shepherd's.51 

SOURCE  OF  THE  DESIGN 

A  drawing  very  close  to  the  young  man  holding  the 
gimblettes  and  also,  in  a  lesser  degree,  to  the  young  man 
with  a  fish  in  the  Girl  Fishings  is  in  the  Louvre.52  He  is  also 
in  the  Louvre  painting  Les  Charmes  de  la  vie  champetre 
and  in  a  print  by  Claude  Augustin  Duflos,  Les  Amours 
pastorales.53  The  servant,  in  a  different  pose,  is  seen  in  a 
drawing  in  the  Rijksmuseum,  Amsterdam.54  The  spaniel 
appears  in  several  paintings  and  drawings  by  Boucher, 
such  as  Spring  in  the  Wallace  Collection,  London,  dated 
1745.55 


78c 


RELATED  TAPESTRIES 

The  Collation  is  recorded  as  having  been  woven  thir- 
teen times  between  1745  and  1762  (78c  and  another).  If  it 
is  identical  with  the  Innkeeper ,  it  was  woven  twice  more, 
in  1742  and  1754.  The  example  in  the  Huntington  Collec- 
tion, acquired  in  1920  from  Count  Harrach,  is  shorter  and 
narrower  than  78c,  the  top  edge  being  only  slightly  above 
the  canopy  and  the  left  edge  cutting  through  the  white 
cloth  on  the  table.56  One  in  the  Walters  Art  Gallery,  Balti- 
more, shows  the  upper  edge  almost  touching  the  canopy 
and  the  left  edge  touching  the  basket  on  the  table.57  An 
example  owned  by  the  Paris  dealer  Benavada  in  197 1  may 
be  that  lent  from  a  private  collection  to  the  exhibition 
Trois  Siecles  de  tapisseries  de  Beauvais,  at  Beauvais,  1964 
(cat.  no.  22,  not  illus.,  no  dimensions  given) ;  it  may  also  be 
identical  with  the  piece  that  was  sold  at  the  Palais  d'Orsay, 
Paris,  February  23,  1978  (no.  119a,  illus.).  This,  though 
said  to  be  folded,  appears  to  be  very  narrow,  the  left  edge 
passing  through  the  reclining  man's  right  foot.  An 
example  in  the  collection  of  Baron  Guy  de  Rothschild, 
formerly  in  the  Chateau  de  Ferrieres-en-Brie,  is  enlarged 
on  the  left  to  show  more  of  the  building  and  a  birdcage  on 
the  wall;  a  hut  is  visible  on  the  right  and  there  is  more  sky. 

The  figures,  except  for  the  dog,  are  seen  under  the  can- 
opy and  round  temple  from  the  Charlatan  on  a  silk  tapes- 
try woven  by  Jean  Fousadier  after  a  cartoon  by  Philip  Rice 
in  the  workshop  of  William  Baumgarten  and  Co.,  New 
York,  before  190 5. 58  It  was  in  the  Schiff  sale  (no.  592, 
illus.). 


78  d  The  Gardener 

DESCRIPTION 

A  young  woman  with  a  red  ribbon  in  her  hair  sits  on  a 
low  pale  gray  stone  wall,  wearing  a  blue  dress  with  white 
sleeves,  and  a  white  overskirt  with  a  lavender  stripe.  A 
child  in  a  yellow  dress,  red  sleeveless  bodice,  orange  stock- 
ings, and  gray  shoes,  leans  against  her,  holding  up  a  white 
apron,  which  is  filled  with  red,  yellow,  and  blue  flowers 
and  leaves.  To  the  right  is  a  boy  sitting  on  the  ground, 
holding  a  large  gray  and  brown  watering  can.  He  wears  a 
gray  hat  with  a  red  string  around  it,  a  dull  lavender  long 
sleeveless  coat,  and  dull  yellow  sleeves,  with  a  blue  under- 
garment showing  at  his  neck,  shoulders,  and  wrists. 


Behind  the  woman  is  a  gray  statue  on  a  high  pedestal, 
representing  a  young  male  god  (possibly  Bacchus),  nude 
except  for  a  piece  of  drapery  thrown  over  his  shoulder  and 
a  fig  leaf;  beside  him,  on  a  block  of  stone,  is  a  carved 
bearded  mask.  On  the  right,  above  the  boy,  is  a  gray  and 
dull  yellow  statue  of  Hercules  with  his  lion  skin  over  his 
shoulder,  holding  his  club;  the  pedestal  is  encircled  by 
dark  blue-green  creepers.  A  flight  of  stone  steps  in  gray 
and  dull  yellow  rises  behind  the  figures,  with  large  vases  at 
top  and  bottom.  Beyond  it,  a  woman  with  a  pale  pink 
parasol  and  a  child  are  partly  visible.  Behind  the  statue  on 
the  left  is  a  blue  trellis,  with  blue  and  white  leafy  bushes 
and  trees  seen  below  and  above  it.  A  large  green  and  yel- 
low tree  trunk  appears  in  the  far  left.  The  sky  is  pale  blue 
above,  with  gray  clouds,  fading  to  white  and  gray  below. 
In  the  foreground  on  the  left  are  large  blue-green  and  dull 
yellow  plants,  one  rising  behind  the  stone  wall  having  red 
and  dark  purple  flowers.  The  ground  is  in  shades  of  gray, 
tan,  and  green.  On  the  right  below  the  watering  can  are  a 
gray  and  brown  rake  and  some  dull  yellow  bunches  of 
dried  leaves.  Some  large  pebbles  are  seen  in  the  fore- 
ground. 

CONDITION 

Areas  of  repair  are  visible  along  the  left  edge  and  at  the 
bottom.  A  row  of  nail  holes  is  seen  in  the  upper  part  of  the 
sky. 

SOURCE  OF  THE  DESIGN 

The  vase  at  the  foot  of  the  steps  is  seen  in  a  painting,  Les 
Charmes  de  la  vie  champetre^  owned  by  the  dealer  J. 
Bohler,  Munich,  in  19 54. 59 

RELATED  TAPESTRIES 

The  Gardener  is  recorded  as  having  been  woven  eleven 
times  between  1746  and  1762  (78d). 

Another  example  is  in  the  J.  Paul  Getty  Museum,  Mal- 
ibu;60  it  was  previously  in  the  Mills  sale,  1938  (no.  537, 
illus.),  and  theM.  X. .  .sale,  1927  (no.  5,  illus.).  It  is  much 
narrower  than  78d,  ending  on  the  left  immediately  behind 
the  woman  and  on  the  right  behind  the  boy,  so  that  both 
statues  are  missing.  The  Gardener  is  combined  with  the 
Dance  as  well  as  the  peddlar  with  his  customers  in  a  tapes- 
try twenty-two  feet  long  in  the  Comte  Greffulhe  sale, 
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Sotheby's,  July  23, 1937  (no.  62,  illus.).  A  similar  combi- 
nation, but  not  including  all  the  peddlar  on  the  right,  is  in 
the  Baron  Guy  de  Rothschild  collection,  formerly  in  the 
Chateau  de  Ferrieres.  The  Paris  dealer  Benavada  had  an 
example  of  the  subject  in  1 971,  possibly  the  one  sold  at  the 
Palais  d'Orsay,  Paris,  February  23, 1978  (no.  119b,  illus.). 
This,  though  described  as  folded,  appears  to  be  very  nar- 
row, the  right  edge  almost  touching  the  boy's  left  arm. 


78e  The  Hunter 

DESCRIPTION 

A  young  man,  wearing  a  dark  bow  tie  at  the  back  of  his 
neck,  a  white  shirt,  pale  yellow  waistcoat,  brilliant  red 
coat  with  pink-lined  cuffs,  orange  breeches,  and  gray  leg 
coverings  and  shoes,  sits  on  a  grassy  bank.  He  holds  a 
gray,  pale  yellow,  and  brown  hunting  gun  and  caresses  a 
white  dog.  Under  the  dog's  paw  are  two  dead  pale  tan 
rabbits.  In  the  background  is  a  broken  wall  and  a  cottage 
with  a  thatched  roof,  both  in  tones  of  pale  pinkish  gray. 
Part  of  a  pond  in  pale  blue  and  dark  green  is  seen  on  the 
left  and  a  large  pale  brown  and  tan  twisted  tree  rises  on  the 
right.  Other  trees  with  green  and  pale  yellow  foliage  are 
seen  behind  it  and  dark  blue  pointed  trees  beside  the  cot- 
tage. The  sky  is  pale  blue  above,  fading  to  gray  below.  The 
ground  is  in  shades  of  green,  dull  yellow,  brown,  and  tan. 


CONDITION 

There  are  a  number  of  small  areas  of  repair  and  others, 
especially  in  the  sky,  where  the  silk  wefts  have  perished. 

SUBJECT 

The  published  examples  of  this  subject  show  that  the 
single  figure  of  78c  is  taken  from  a  larger  group.  In  the 
complete  composition,  there  is  a  large  fountain  on  the 
right  with  a  ruined  temple  behind  it,  two  horses  held  by  a 
groom,  one  drinking,  and  two  more  dogs.  The  group  is 
usually  found  combined  with  the  Girls  with  Grapes. 

RELATED  TAPESTRIES 

The  Hunters  is  recorded  as  having  been  woven  seven- 


Detail  of  78d 

teen  times  between  173  8  and  1762  (78c).  Except  as  other- 
wise noted,  all  the  examples  listed  below  are  combined 
with  the  Girls  with  Grapes.  One  in  the  Huntington  Col- 
lection was  acquired  in  1920  from  the  collection  of  Count 
Harrach;61  it  does  not  show  the  fountain  on  the  right.  The 
piece  in  the  Jacquemart- Andre  Museum,  Paris,  came  from 
the  M.  X  .  .  .  sale,  1927  (no.  3,  illus.);62  it  does  not  show 
the  complete  fountain.  The  Hunters  forms  the  right-hand 
side  of  the  huge  tapestry  of  the  Charlatan,  the  Peep  Show, 
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the  music-making  trio,  and  Girls  with  Grapes  in  the  Phila- 
delphia Museum;  the  fountain  and  the  temple  behind  it 
are  gigantic  structures.  The  example  in  the  Palazzo  Vene- 
zia  (from  the  San  Donato  sale,  no.  36)  is  a  narrow  panel 
and  does  not  include  the  Girls  with  Grapes  or  the  land- 
scape on  the  left,  which  is  replaced  by  a  single  large  tree; 
there  are  trees  instead  of  a  temple  behind  the  fountain.  A 
tapestry  sold  at  the  Palais  Galliera,  Paris,  June  12,  1973 
(no.  147,  illus.),  is  close  to  the  Huntington  example;  it  was 
previously  in  the  Hatian  collection  and  the  J.  Doucet  sale, 
Galerie  Georges  Petit,  Paris,  June  8,  19 12  (no.  345,  il- 
lus.).63 Another  was  in  the  Henry  Say  sale,  Galerie 
Georges  Petit,  November  30,  1908  (no.  28,  illus.);  the 
Alfred  Sussman  sale  at  the  same  gallery,  May  18, 19, 1922 
(no.  152,  illus.);  and  the  Mills  sale  (no.  151,  illus.);  it 
shows  the  whole  fountain.  The  example  in  the  Sir 
Anthony  de  Rothschild  sale  (no.  89),  though  twelve  feet 
wide,  may  not  have  included  the  Girls  with  Grapes^  which 
is  not  mentioned  in  the  description.  A  wide  piece  formerly 
in  the  F.  F.  Utheman  collection  in  Saint  Petersburg64 
shows  a  great  deal  of  the  fountain  and  the  temple.  An 
example  owned  by  the  London  dealer  S.  Franses  in  1970 
may  be  the  Doucet  or  the  Mills  piece.  One  in  the  Mme 
Dubernet  Douine  sale,  Galerie  Charpentier,  Paris,  April 
11,  12, 1946  (no.  151,  illus.),  has  a  modern  border  and  is 
signed  in  the  field  "Besnier  &  Oudry  a  Beauvais,"  showing 
that  it  was  made  before  1753  when  Besnier  retired.  A 
piece  with  both  subjects  in  the  Thyssen-Bornemisza  col- 
lection, Castagnola,  shows  the  complete  fountain,  but 
only  one  column  of  the  temple;  it  has  no  borders.65  An- 
other owned  by  Baron  Guy  de  Rothschild,  formerly  in  the 
Chateau  de  Ferrieres,  has  the  huge  fountain  on  the  right 
and  the  complete  large  red  poppy  in  the  lower  left  corner 
and  a  narrow  example  owned  by  Mme  B.,  Paris,  does  not 
include  Girls  with  Grapes  or  the  right  side  of  the  foun- 
tain.66 


78f  Girls  with  Grapes 

DESCRIPTION 

The  foremost  of  the  two  girls  sitting  on  a  bank  of  earth 
has  a  blue  ribbon  in  her  hair,  a  white  blouse,  blue  bodice, 
yellow  skirt,  white  apron,  pale  blue  stockings,  and  pink 
slippers.  The  girl  reclining  on  her  lap  holds  a  stick  with  a 


grapevine  twisted  around  it;  the  grapes  are  red  and  white, 
the  leaves  dark  green  and  yellow.  She  wears  a  pale  pink 
bodice  ornamented  in  blue  and  a  pink  skirt  and  sleeves.  By 
her  side,  on  a  white  cloth,  is  a  pale  brown  basket  holding 
orange  and  pale  yellow  apples  and  grapes  with  blue-green 
leaves.  On  the  bank  in  front  of  the  girls  are  red,  pink,  blue, 
and  white  flowers.  The  landscape  background  is  in  shades 
of  gray,  pale  yellow,  and  pale  green,  with  some  darker 
green  trees  on  the  right.  To  the  left  is  part  of  a  small 
building  raised  on  stilts,  with  a  large  arch  on  a  hill  behind 
it.  In  the  center  is  a  bridge  with  a  railing;  faintly  seen  trees 
rise  above  it.  The  sky  is  pale  blue  at  the  top,  fading  to  gray 
below.  On  the  right,  between  the  grapes  on  a  stick  and  the 
basket  is  a  stretch  of  pale  blue  water.  The  foreground  is  in 
shades  of  brown,  dull  yellow,  tan,  and  green,  with  some 
large  plants. 

CONDITION 

The  colors  are  much  faded.  There  are  areas  of  repair, 
especially  in  the  sky.  A  row  of  nail  holes  is  seen  at  the 
upper  edge. 

SUBJECT 

The  published  examples  of  this  subject  show  that  the 
two  figures  of  ySf  are  taken  from  a  group  of  three.  In  the 
complete  composition,  the  handle  of  the  basket  of  fruit  is 
held  by  a  crouching  woman,  who  extends  her  other  hand 
to  the  two  girls.  The  small  hut  over  the  bridge  in  the 
background  and  the  path  leading  up  to  it  are  elsewhere 
seen  in  their  entirety.  The  group  is  usually  found  com- 
bined with  the  Hunters. 


RELATED  TAPESTRIES 

The  Girls  with  Grapes  is  recorded  as  having  been 
woven  three  times  in  1739, 1742,  and  (78f)  in  1762.  But  it 
is  found  combined  with  the  Hunters  on  tapestries  in  the 
Huntington  Collection,  the  Jacquemart- Andre  Museum, 
the  Doucet  sale  (1912),  the  Mills  sale  (1970),  the  Sir 
Anthony  de  Rothschild  sale  (1923),  the  former  Utheman 
collection,  and  the  Baron  Guy  de  Rothschild  collection.  A 
weaving  as  a  separate  subject  was  in  the  Norton  Simon 
Foundation  sale,  Parke-Bernet,  New  York,  May  7,  8, 
1971  (no.  231,  illus.);  this  contains  the  three  figures,  the 


lift 


entire  hut  on  the  bridge,  and  a  large  rock  with  tall  trees  in 
the  background  on  the  right.  This  background  is  also  seen 
in  the  huge  tapestry  in  the  Philadelphia  Museum,  where 
the  Girls  with  Grapes  is  combined  with  the  Charlatan, 
Peep  Show,  the  music-making  trio,  and  the  Hunters.  A 
narrow  tapestry  in  the  Palazzo  Venezia  (from  the  San 
Donato  sale,  no.  36)  does  not  include  the  Hunters  and  has 
a  tall,  thin  tree  at  the  far  left.  A  small  panel  showing  only 
the  busts  of  the  two  girls  was  sold  at  the  Palais  Galliera, 
March  21,  1969  (no.  45,  illus.). 


78g  The  Parrot 

DESCRIPTION 

A  red  parrot  with  blue  wing  feathers  is  perched  on  a 
branch  of  a  large  tree.  Tree  trunks,  branches,  and  leaves  in 
shades  of  brown,  blue,  gray,  green,  and  yellow  fill  most  of 
the  tapestry,  though  some  pale  blue  and  yellow  sky  is 
visible  at  the  top  and  some  green  and  yellow  reeds  at  the 
bottom.  The  blue-green  leaves  above  these  have  some 
small  red  flowers  or  berries. 


CONDITION 

Undamaged. 

SOURCE  OF  THE  DESIGN 

The  reeds  and  trees  were  probably  adapted  from  other 
tapestries  of  the  series,  such  as  the  larger  versions  of  the 
Girls  with  Grapes  and  the  Hunters.  There  is  no  reason  to 
believe  that  Boucher  was  personally  concerned  with  this 
design. 


78h  The  Egg  Seller 


DESCRIPTION 


A  girl,  holding  a  yellow  and  brown  basket  filled  with 
yellow  straw  and  pale  gray  eggs,  sits  on  the  ground  in  the 
foreground.  She  wears  a  white  blouse,  pink  bodice,  red 
skirt,  and  yellow-brown  petticoat.  Facing  her  is  a  seated 
boy,  his  hair  tied  with  a  dark  pink  bow,  wearing  a  pink 


cravat,  white  shirt,  and  blue  coat.  Large  yellow-gray  col- 
umns, some  broken,  rise  behind  the  couple,  with  a  yellow- 
gray  vase  ornamented  with  swags  and  rams'  heads  on  a 
pedestal.  Much  green  and  yellow  foliage  is  seen  in  the 
ruins.  The  sky  is  pale  blue  above,  pale  yellow  below.  Be- 
hind the  girl  is  a  bunch  of  green  and  yellow  reeds  with 
small  blue  and  white  flowers.  In  the  brown  and  green 
foreground  are  a  large  gray-brown  log  and  some  green 
plants. 

CONDITION 

A  row  of  nail  holes  cuts  across  the  capital  of  a  column 
and  the  sky. 

SOURCE  OF  THE  DESIGN 

The  vase  is  an  adaptation  of  one  in  the  Joueur  de  flute  in 
the  Noble  Pastorale  series,  first  woven  in  175 5. 67 

RELATED  TAPESTRIES 

An  entrefenetre  in  the  set  of  the  Noble  Pastorale  for- 
merly owned  by  Sir  George  Cooper  that  was  sold  at 
Christie's,  London,  July  1,  1982  (no.  8,  illus.),  and  was 
owned  by  the  Munich  dealer  Bernheimer  later  the  same 
year,  shows  the  same  design  as  far  as  the  top  of  the  vase.  It 
is  slightly  wider  than  78h,  so  that  the  tree  trunk  in  the 
lower  left  corner  and  the  flowers  to  the  right  of  the  vase  are 
completely  seen. 
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ySi  The  Dance 

From  a  set  of  the  Italian  Village  Scenes 

French  (Beauvais);  designed  by  Francois  Boucher 

(1703— 1770),  1736—44,  and  woven  probably  between 
1744  and  1753,  under  the  direction  of  Nicolas  Besnier  (fl. 
1726-1755)  and  Jean  Baptiste  Oudry  (1686-175  5). 

Wool  and  silk. 

10  ft.  7  in.  x  7  ft.  1 1  in.  (3.23  mx  2.41  m). 
21—23  warps  per  inch,  8—9  per  centimeter. 
Gift  of  W.  Bayard  Cutting,  1942  (42.34). 


DESCRIPTION 

Five  young  people  are  performing  a  rustic  dance.  The 
man  on  the  right  has  a  red  coat,  yellow  waistcoat  and 
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breeches,  with  a  pink  bow  at  the  knee,  white  stockings, 
and  shoes  with  red  heels.  The  man  on  the  left  has  a  white 
hat  with  a  pink  ribbon,  pink  coat,  very  pale  yellow  waist- 
coat and  breeches,  with  a  pale  pink  bow  at  one  knee,  a 
very  pale  pink  sash  with  blue  ornamentation,  very  pale 
pink  stockings,  and  very  pale  yellow  shoes.  The  girl  be- 
tween them  has  blue  ribbons  in  her  hair  and  at  her  shoul- 
ders and  elbows;  she  wears  a  white  blouse  and  ruff,  her 
bodice  is  blue  with  a  pink  flower  stuck  in  it,  her  underskirt 
striped  in  pink  and  blue,  her  tucked-up  overskirt  yellow, 
her  apron  white,  and  her  shoes  very  pale  yellow  with  red 
bows.  The  head  of  another  girl  is  seen  behind  her.  The  girl 
on  the  right  has  blue  flowers  in  her  hair,  a  pink  bodice, 
striped  sleeves  in  very  pale  pink  and  white,  a  red  and 
yellow  striped  sash,  a  very  pale  pink  skirt,  and  red  shoes. 

To  the  left  of  the  dancers  are  three  girls  sitting  on  the 
ground.  The  one  on  the  right  has  a  white  blouse  and  a  blue 
dress,  with  a  blue  and  white  ribbon  tied  around  the  upper 
arm.  The  girl  on  the  left  has  a  red  kerchief  and  is  dressed  in 
very  pale  pink  and  yellow,  with  pale  blue  ribbons.  The 
head  of  a  third  young  woman  is  seen  between  these  two.  A 
young  man  stands  behind  the  group,  proffering  a  pale 
yellow  basket  filled  with  yellow  grapes,  red  apples,  and  a 
yellow  pear;  he  has  a  blue  waistcoat  and  pale  lavender- 
pink  coat.  A  child  in  red  and  pink  with  a  white  apron 
sprawls  on  the  ground  beside  the  group.  On  the  far  left  is  a 
young  musician,  holding  a  pipe  to  his  mouth  with  his  left 
hand;  a  very  pale  yellow  tambourin  de  Beam1  with  a  pink 
bow  is  supported  by  his  left  shoulder  and  arm  and  he 
holds  a  red  stick  for  striking  its  strings  in  his  right  hand. 
His  hat  is  pink  with  blue  ribbons.  He  wears  a  white  cravat 
and  shirt,  a  wide  blue  cape,  a  loose  lavender-pink  cuff  on 
his  left  arm,  lavender-pink  breeches  with  dangling  rib- 
bons, and  white  stockings. 

The  background  is  formed  by  blue,  blue-green,  and  very 
pale  yellow  trees  and  foliage.  The  sky  is  very  pale  blue  and 
white.  The  foreground  is  in  very  pale  grays  and  yellows, 
with  blue  patches  of  shadow.  On  the  left  are  two  bundles 
of  straw  in  very  pale  yellow  and  a  log  with  some  leaves  in 
shades  of  blue.  Some  blue  plants  are  seen  on  the  right.  In 
the  lower  right  is  an  inscription  in  brown  on  pale  yellow 
silk,  purporting  to  be  the  name  F.  Boucher  and  the  date 
1756  in  reverse. 

The  border,  imitating  a  carved  wooden  frame,  is  in 
shades  of  brown,  red-brown,  and  yellow.  The  guards  are 
replacements. 


CONDITION 

The  entire  tapestry  is  very  badly  faded.  A  horizontal  line 
near  the  bottom  and  a  vertical  one  passing  through  the 
man  in  a  red  coat  show  where  it  has  been  folded.  Many  of 
the  slits  have  opened  and  some  have  been  coarsely  sewn 
up.  There  is  much  puckering  of  the  surface.  The  yellow 
patch  with  the  signature  and  date  is  an  insertion,  as  is 
clearly  apparent  on  the  reverse;  no  example  of  the  Dance 
is  recorded  as  having  been  woven  as  late  as  1756. 

SUBJECT 

The  widest  version  of  the  design  shows  a  huge  vase  to 
the  left  of  the  musician  and  a  woman  with  two  children 
seated  below  it,  a  herm  leaning  against  its  other  side;  on 
the  right  is  a  group  of  a  peddlar  showing  his  wares  to  three 
women  sitting  on  the  ground,  with  a  parasol  beside  them, 
and  a  Savoyard  boy  leaning  on  his  marmot  box.  A  flight  of 
steps  leading  to  a  wall  fountain  is  in  the  background  of 
this  group.2 

SOURCE  OF  THE  DESIGN 

A  painting,  reversed,  for  the  woman  with  two  children 
found  on  wide  versions  of  this  subject  is  in  the  Louvre.3 
The  leaning  herm  is  seen  on  a  print  by  Claude  Augustin 
Duflos,  Les  Amours  pastorales,  and  a  related  drawing.4 
The  little  girl  on  her  hands  and  knees  is  taken  from  a  print 
by  Liotard  after  Watteau,  Entretiens  amoureux.5 

WEAVER  AND  DATE 

The  Dance  is  recorded  as  having  been  first  woven  in 
1744,  when  the  manufactory  was  under  the  direction  of 
Nicolas  Besnier  and  Jean  Baptiste  Oudry ;  the  last  weaving 
was  in  175  3,  the  year  at  the  end  of  which  Besnier  retired.6 

RELATED  TAPESTRIES 

The  Dance  is  recorded  as  having  been  woven  thirteen 
times.  The  last  commission  included  four  borders  for  the 
Dance  and  the  Collation,  suggesting  that  the  two  subjects 
were  combined. 

The  example  in  the  M.  X . . .  sale,  Galerie  Georges  Petit, 
Paris,  May  23,  1927  (no.  1,  illus.),  is  wide,  showing  the 
woman  with  two  children  on  the  left  and  the  peddlar  with 
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his  customers  on  the  right,  but  not  the  boy  with  the  mar- 
mot box.7  That  in  the  Gaston  Menier  sale,  Galerie  Jean 
Charpentier,  Paris,  November  24,  1936  (nos.  115-17, 
illus.),  sold  again  at  Christie's,  May  8,  1973  (no.  116, 
illus.),  is  in  three  parts,  one  showing  the  woman  with  two 
children,  the  musicians,  and  the  boy  bringing  fruit  to  the 
ladies;  the  second,  the  five  dancers  with  the  parasol  from 
the  peddlar  group;  the  third,  the  peddlar  with  his  custom- 
ers and  the  boy  with  the  marmot  box.8  The  tapestry  in  the 
Comte  Greffulhe  sale,  Sotheby's,  London,  July  23,  1937 
(no.  62,  illus.),  is  twenty-two  feet  long  and  shows  the 
complete  scene  combined  with  the  Gardener;  a  similar 
combination  is  in  the  Guy  de  Rothschild  collection,  for- 
merly in  the  Chateau  de  Ferrieres.  The  Dance  is  a  large 
tapestry  in  the  Chateau  de  Balleroy  set.  An  example  was 
exhibited  by  the  dealer  Stefanovitch  at  the  Brussels  An- 
tiques Fair  in  1972;  it  shows  the  woman  and  children  on 
the  left  and  part  of  a  large  temple  on  the  right,  behind  the 
dancers.9 

A  nineteenth-century  copy  made  by  R.  and  L.  Hamot  at 
Aubusson  shows  the  dancers  and  the  parasol  only.10 

HISTORY 

In  the  collection  of  Mrs.  W.  Bayard  Cutting  from  before  19 19. 
Given  to  the  MMA  by  W.  Bayard  Cutting,  1942. 

EXHIBITIONS 

New  York,  MMA,  19 19.  Special  Exhibition  of  Tapestry  and 

Lace.  Lent  by  Mrs.  W.  Bayard  Cutting. 
New  York,  Museum  of  French  Art  (French  Institute  in  the 

United  States),  1919.  Second  Annual  Loan  Exhibition  of 

French  Art,  cat.  no.  266,  illus.  Called  Fete  champetre.  Lent  by 

Mrs.  William  Bayard  Cutting. 
Baltimore  Museum  of  Art,  1959.  Age  of  Elegance:  The  Rococo 

and  Its  Effect,  cat.  no.  157. 

PUBLICATIONS 

"A  Summer  Exhibition  of  Tapestry  and  Lace."  MMA  Bulletin 
14  (1919)  p.  130.  Mentioned,  as  The  Dancing  Lesson. 

J.B.  [Joseph  Breck].  "Tapestries  in  the  Summer  Loan  Exhibi- 
tion." MMA  Bulletin  14  (1919)  p.  158.  Date  read  as  1756. 

MMA  Annual  Report  1942,  p.  28.  Mentioned.  Said  to  have 
once  hung  in  the  Petit  Trianon.11 

Phillips,  John  G.  "A  Tapestry  after  Boucher."  MMA  Bulletin, 
n.s.  1  (1942-43)  pp.  204-05,  illus.  Said  to  have  come  from 
the  Petit  Trianon. 


Standen,  Edith  A.  "Fetes  Italiennes:  Beauvais  Tapestries  after 
Boucher  in  The  Metropolitan  Museum  of  Art."  MMA  Jour- 
nal 12  (1978)  pp.  128-29,  I4- 

NOTES 

1 .  The  tambourin  de  Beam  is  a  stringed  drum  or  zither  with  heavy  gut 
strings  vibrated  by  a  stick  (information  from  Emanuel  Winternitz). 

2.  Standen,  "Fetes  Italiennes,"  figs.  15, 18. 

3.  Ananoff,  Francois  Boucher ;  no.  134/3,      473-  Called  modele  de 
tapisserie. 

4.  Ananoff,  Francois  Boucher,  nos.  159/4, 159/2,  figs.  515,  516. 

5.  Standen,  "Fetes  Italiennes,"  pp.  117, 120,  fig.  22. 

6.  Badin,  Beauvais,  p.  60. 

7.  Standen,  "Fetes  Italiennes,"  fig.  15. 

8.  Standen,  "Fetes  Italiennes,"  fig.  18. 

9.  Dario  Boccara,  Les  Belles  Heures  de  la  tapisserie  (Zug,  1971)  p. 
185,  illus. 

10.  Gabriel  Mourey,  "Le  Salon  des  Industries  du  Mobilier,"  Les  Arts, 
October  1902,  p.  3  5,  illus. 

11.  No  set  of  the  Italian  Village  Scenes  is  known  to  have  been  woven 
for  the  king. 


783  The  Charlatan  and  the  Peep  Show 

From  a  set  of  the  Italian  Village  Scenes 

French  (Beauvais) ;  designed  by  Francois  Boucher 
(1703 -1 770),  1736,  and  woven  1736-52  under  the 
direction  of  Nicolas  Besnier  (fl.  1726-175  5)  and  Jean 
Baptiste  Oudry  (1686-175 5). 

Designer's  name. 

Wool  and  silk. 

10  ft.  7V2  in.  x  13  ft.  8  in.  (3.24  m  x  4.17  m). 
19—22  warps  per  inch,  9  per  centimeter. 
The  Jules  Bache  Collection,  1949  (49. 7. 119). 


DESCRIPTION 

The  design  is  the  same  as  78  a,  except  that  it  extends 
farther  on  the  left,  taking  in  another  column  of  the  temple, 
the  corners  of  the  stone  blocks  on  which  it  rests,  and  some 
vegetation  below.  It  is  very  slightly  cut  at  the  top,  the 
upper  border  passing  through  the  tip  of  the  canopy  over 
the  charlatan,  but  is  larger  at  the  bottom,  showing  some 
green  reeds  and  leaves  below  the  man  with  a  guitar.  It  is 
narrower  on  the  right,  the  border  touching  the  skirt  of  the 
woman  with  a  music  book.  The  borders  are  in  shades  of 
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red-brown  and  dull  yellow.  The  colors  are  the  same,  ex- 
cept that  the  charlatan  has  a  gray-blue  undergarment  and 
his  cupboard  is  dull  yellow.  The  man  blowing  a  trumpet 
has  a  yellow  shirt  and  shoe,  with  blue  drapery  over  his 
legs.  The  girl  with  a  basket  is  in  pink  with  a  blue  under- 
skirt, the  child  behind  her  has  a  blue  skirt,  and  the  woman 
next  to  her  is  in  yellow.  The  monkey  is  yellow,  gray,  and 
black  and  the  woman  at  the  peep  show  is  entirely  in 
yellow. 

CONDITION 

The  sky  has  lost  its  original  color;  the  statue  and  bird 
are  almost  invisible.  The  dark  brown  passages  have  nu- 
merous small  repairs  and  areas  of  bare  warps,  especially 
near  the  bottom  on  the  left.  Small  areas  of  repair  are  visi- 
ble on  most  of  the  costumes  and  draperies. 

HISTORY 

In  the  Jules  S.  Bache  collection  before  19 19. 

Received  by  the  MMA  with  the  Jules  S.  Bache  Collection,  1949. 

EXHIBITIONS 

New  York,  MMA,  19 19.  Special  Exhibition  of  Tapestry  and 


Lace.  Lent  by  Jules  S.  Bache. 
New  York,  MMA,  1943 .  The  Bache  Collection,  a  Loan  Exhibi- 
tion. 


PUBLICATIONS 

"A  Summer  Exhibition  of  Tapestry  and  Lace."  MMA  Bulletin 
14(1919)  p.  130.  Mentioned,  as  The  Quack  Doctor. 

J.B.  [Joseph  Breck],  "Tapestries  in  the  Summer  Loan  Exhibi- 
tion." MMA  Bulletin  14  (1919)  p.  158.  Mentioned,  as  The 
Quack  Doctor  and  The  Peep  Show  from  the  Fetes  italiennes 
set. 

"La  Collection  Jules  Bache  a  New- York."  Mouseion  11,  vol. 

39-40  (1937)  p.  220.  Mentioned,  as  UOptique. 
Roberts,  Mary  Fanton.  "The  'Bache  Collection' — A  Great  Gift 

to  New  York  City."  Arts  and  Decoration  48  (May  1938)  pp. 

15,16.  Mentioned,  as  in  the  French  salon  of  the  Bache  house 

in  New  York. 

Wehle,  Harry  B.  "The  Bache  Collection  on  Loan."  MMA  Bulle- 
tin^ n.s.  1  (1942-43)  p.  286.  Mentioned  as  L'Operateur  from 
the  Fetes  italiennes  series  designed  by  Boucher  for  the 
Beauvais  manufactory. 

Ananoff,  Alexandre.  Franqois  Boucher.  Lausanne  and  Paris, 
1976,  no.  128/9. 

Standen,  Edith  A.  "Fetes  Italiennes:  Beauvais  Tapestries  after 
Boucher  in  The  Metropolitan  Museum  of  Art."  MMA  Jour- 
nal 12  (1977)  p.  124.  Mentioned. 
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79  The  Loves  of  the  Gods 

Two  tapestries  from  a  set  of  four 


a  Vulcan  Presenting  Arms  for  Aeneas  to  Venus 
b  Bacchus  and  Ariadne 

French  (Beauvais);  designed  by  Francois  Boucher 

(1703— 1770),  1749,  and  woven  under  the  direction  of  Jean 
Baptiste  Oudry  (1685-175 5)  and  Andre  Charlemagne 
Charron  (fl.  1753-1780)  in  1754-56  for  Baron  Johann 
Hartvig  Ernst  Bernstorff  for  his  palace  in  Copenhagen. 

Designer's  name  and  date  on  79a;  name  of  manufactory  and 
name  and  initials  of  weavers  on  both. 

Wool  and  silk. 

79a  14  ft.  x  17  ft.  10  in.  (4.27  m  x  5.44  m); 
79b  12  ft.  x  17  ft.  6  in.  (3.66  m  x  5.33  m). 
23—25  warps  per  inch,  8-9  per  centimeter. 
From  the  Collection  of  James  Stillman,  Gift  of  Dr.  Ernest  G. 
Stillman,  1922  (22.16.1,2). 

DESCRIPTION 

Both  pieces  have  dark  blue  guards,  inscribed  on  the 
lower  left  in  yellow  oudry,  and  on  the  right,  also  in  yel- 
low, A.cc.  beauvais,  preceded  by  a  fleur-de-lis.  They 
were  made  without  borders  to  be  inserted  into  boiserie 
panels. 

SUBJECT 

The  series  includes  seven  other  subjects  from  Ovid's 
Metamorphoses:  the  Rape  of  Proserpine  by  Pluto, 
Amymone  Rescued  from  a  Satyr  by  Neptune,  Jupiter  and 
Antiope,1  Mars  and  Venus,  the  Rape  of  Orithyia  by 
Boreas,  the  Rape  of  Europa  by  Jupiter,  and  Apollo  and 
Clytie  (also  called  Apollon  dans  sa  gloire).  It  was  never 
woven  as  a  whole. 

SOURCE  OF  THE  DESIGNS 

Boucher's  nine  paintings  are  listed  in  the  inventory  of 
the  manufactory,  made  in  1754:  "Six  tableaux  des 
Amours  des  Dieux,  peint  par  ledit  sieur  Boucher  . . .  con- 
tenant  vingt  aunes  de  cours  avec  les  bordures.  Une  suitte 
des  Amours  des  Dieux,  peint  en  trois  autres  tableaux, 
contenant,  avec  les  bordures,  dix  aunes  de  cours  et,  en 
outre,  un  grand  rapport  fait  pour  la  piece  de  Venus  et  de 
Vulcain."2  Paintings,  cut  into  strips  for  basse-lisse  weav- 


ing, were  listed  again  in  the  inventory  of  1820:  "Ariadne 
et  Bacchus. — 6  bandes  .  .  .  Venus  chez  Vulcain. — 4 
bandes."3  The  date  of  one  of  the  paintings,  1749,  is  given 
on  79a  and  other  examples  of  the  same  subject. 

A  painting  for  the  Rape  of  Europa  (shown  in  the  Salon 
of  1747)  is  in  the  Louvre.4  Two  drawings  are  known  for 
Jupiter  and  Antiope,  two  for  the  Rape  of  Proserpine,  four 
for  Neptune  and  Amymone,  and  four  for  Mars  and 
Venus.5 


WEAVER  AND  DATE 

All  the  subjects  had  been  woven  by  1750,  except  Vulcan 
and  Venus,  which  is  not  listed  until  1752;  however,  the 
date  1749  on  79a  shows  that  it  had  been  designed  earlier. 
The  date  of  weaving  of  the  set  to  which  79  belongs  can  be 
established  from  the  names  of  the  co-directors  on  the 
outer  guards;  Oudry  and  Charron  assumed  these  posi- 
tions on  February  1,  1754,  but  Oudry  died  on  April  30, 
175  5.  As  this  is  the  only  set  recorded  as  made  in  the  year  of 
the  two  directors,  it  can  be  identified  with  Baron  Bern- 
storff's  commission,  which,  however,  was  not  shipped  to 
Copenhagen  until  1756. 

RELATED  TAPESTRIES 

The  other  two  pieces  of  the  set  are  Neptune  and  Amy- 
mone and  the  Rape  of  Europa.6  They  were  sold  with  79 
from  the  Bernstorff  Palace  and  in  19 19  were  owned  by  the 
New  York  dealers  French  &  Co.;7  they  were  still  with 
them  in  1929. 

The  largest  set  recorded  was  eight  pieces  made  in  1750 
for  the  Infante  Don  Felipe  (without  Vulcan  and  Venus). 
The  usual  number  of  pieces  in  a  set  was  three,  four,  or  six. 
A  total  of  more  than  thirty  sets,  about  a  hundred  individ- 
ual pieces,  are  listed  as  made  between  1749  and  1772.8 
The  set  made  for  Frederick  the  Great  in  1765  is  listed  as 
"Ariane  et  Bacchus,  Vulcain,  Neptune,  enlevement  d'Eu- 
rope,  la  joueuse  de  castagnettes,  Jupiter  en  raisin."9  The 
first  four  are  owned  by  Prince  Heinrich  of  Prussia  and  are 
in  the  Charlottenburg  Palace,  Berlin.10  This  museum  also 
has  an  entrefenetre  showing  the  two  figures  of  girls  on  the 
right  of  Le  Vannier  from  the  Psyche  series  bought  by 
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Frederick  in  1764.  All  the  pieces  have  Greek  fret  borders 
with  the  Prussian  eagle  at  the  top.  An  entrefenetre  with 
these  borders  and  arms,  showing  the  satyr  only  from 
Jupiter  and  Antiope,  was  in  the  liquidation  sale  of  the 
Galerie  van  Diemen,  Paul  Graupe,  Berlin,  May  3, 4, 1935 
(no.  704,  illus.);  it  may  well  be  the  "Jupiter  en  raisin"  of 
Frederick's  set.  The  Castanets  Player  was  presumably  an 
entrefenetre  of  the  bacchante  with  cymbals  from  the  same 
tapestry  subject.  Four  pieces  made  for  Prince  Esterhazy  in 
1752  with  his  arms  were  formerly  in  Budapest,  but  were 
lost  in  World  War  II;  they  were  Mars  and  Venus ,  Vulcan 
and  Venus,  the  Rape  of  Europa,  and  Bacchus  and  Ari- 
adne. 11  Four  pieces  with  the  French  royal  arms  were  in  the 
Alexis  Polovtsoff  sale,  Galerie  Georges  Petit,  Paris,  De- 
cember 2-4,  1909  (nos.  241-44,  all  illus.):  Bacchus  and 
Ariadne  combined  with  Jupiter  and  Antiope,  Mars  and 
Venus,  Boreas  and  Orithyia,  and  Vulcan  and  Venus.  The 
first  of  these  is  now  in  the  Kunstindustrimuseum,  Copen- 
hagen.12 These  subjects,  with  Apollo  and  Clytie  and  Nep- 
tune and  Amymone,  made  up  a  set  of  six  delivered  to  the 
comte  de  Florentin  in  1766,  having  been  ordered  by  the 
king;13  possibly  the  Polovtsoff  pieces  belong  to  this  set. 
Bacchus  and  Ariadne,  Jupiter  and  Antiope,  Mars  and 
Venus,  and  Boreas  and  Orithyia  from  the  set  of  eight 
ordered  by  Don  Felipe,  ruler  of  Parma,  are  now  in  the 
Quirinale  Palace,  Rome;  they  are  signed  by  Besnier  and 
Oudry.14 

Examples  in  public  collections  of  the  subjects  not  in  79 
include:  Apollo  and  Clytie,  Minneapolis  Institute  of 
Arts15  and  the  Fitzwilliam  Museum,  Cambridge;16  Boreas 
and  Orithyia,  Chartres  museum;  Rape  of  Europa,  Los 
Angeles  County  Museum  of  Art;17  Jupiter  and  Antiope, 
Calouste  Gulbenkian  Collection,  Lisbon,18  and  the  Hill- 
wood  Museum,  Washington,  D.C.19  (combined  with 
Bacchus  and  Ariadne),  J.  Paul  Getty  Museum,  Malibu,20 
and  Chartres  museum;  Mars  and  Venus,  Cinquantenaire 
museum,  Brussels,21  and  Musee  des  Gobelins,  Paris;22 
Neptune  and  Amymone,  Hermitage  Museum,  Lenin- 
grad,23 and  the  collection  of  the  city  of  Paris;24  Pluto  and 
Proserpine,  Chartres  museum,  and  a  New  York  collec- 
tion.25 


HISTORY 

The  set,  with  a  suite  of  furniture  upholstered  in  Beauvais  tapes- 
try (see  74)  and  some  overdoor  panels,26  was  commissioned 
by  Baron  Bernstorff.  Louis  Antoine  Crozat,  Baron  de  Thiers, 
acted  as  his  representative  in  Paris  and  wrote  to  him  on  April 


20, 1754: 

Enfin  le  Sr  Oudry  est  revenu  de  Beauvais,  apres  avoir  remis 
sur  le  metier  toutte  vostre  comition  sur  les  dernieres  me- 
sures.  Voicy  cy  desous  les  4  sujets — Venus  chez  Vulcain — 
Ariane  et  Bacus — renlevement  d'Europe — Neptune  et 
Amimonne. 

The  tapestries  and  furniture  were  shipped  in  the  summer  of 
1756  and  the  Tapestry  Room  in  Bernstorff' s  palace  in  Copen- 
hagen was  finished  in  the  spring  of  1757.27 

The  room  remained  essentially  unchanged  during  the  eigh- 
teenth and  nineteenth  centuries.  Bernstorff  died  in  177Z;  his 
nephew,  who  inherited  the  house,  in  1797.  The  house  passed 
through  several  hands  and  was  the  residence  through  much 
of  the  nineteenth  century  of  Prince  Frederick  Ferdinand  and 
his  wife  Crown  Princess  Caroline.  On  her  death  in  188 1,  the 
house  was  bought  by  King  George  of  Greece,  who  sold  the 
tapestries  and  Beauvais-upholstered  furniture  early  in  the 
twentieth  century.28  The  tapestries  were  apparently  in 
France,  probably  owned  by  a  Paris  dealer,  in  1906. 29 

In  the  collection  of  James  A.  Stillman,  New  York,  who  died  in 
1918.30 

Given  to  the  MM  A  by  his  son,  Dr.  Ernest  G.  Stillman,  19x2. 


EXHIBITION 

Montreal  Museum  of  Fine  Arts,  1950.  The  Eighteenth  Century 
Art  of  France  and  England,  cat.  no.  118  [79a]. 


PUBLICATIONS 

Wasserschlebe,  Joachim.  "Notices  biographiques  et  historiques 
sur  les  peintres,  sculpteurs  et  graveurs."  Manuscript  in  Royal 
Library,  Copenhagen,  written  after  1755.  Mentions,  under 
Oudry,  "la  derniere  tenture  qu'il  y  [Beauvais]  fait  executer  se 
trouve  a  Copenhague  a  I'Hotel  de  M.  le  Baron  de  Bernstorff. 
Ce  sont  quatre  morceaux  d'une  beaute  parfaite  d'apres  les 
tableaux  de  Boucher,  et  la  garniture  de  canapes  et  de  fauteuils 
d'apres  ses  propres  cartons"  (quoted  from  Krohn,  Frankrigs 
og  Danmarks  Kunstneriske  Forbindelse,  vol.  2,  p.  204). 

F.  M.  [Frederic  Masson].  "Tapisseries  de  Beauvais  sur  les  car- 
tons de  F.  Boucher."  Les  Arts,  no.  51  (March  1906)  pp.  14, 
15.  Both  pieces  illus.  with  no  information  as  to  location. 

Friis,  Aage.  "Den  Bernstorffske  Gobelinsal."  Tilskueren  25 
(1908)  pp.  871—80.  Account  of  Tapestry  Room  in  Bernstorff 
Palace.  Vulcan  and  Venus  illus.  pp.  873,  876,  on  wall  of 
room,  photograph  of  about  1887  and  painting  of  1882.  Bac- 
chus and  Ariadne  illus.  p.  877,  from  painting  of  room. 

Badin.  Beauvais,  p.  61.  Set  listed  as  made  for  Baron  de  Thiers, 
1754,  consisting  of  Bacchus  and  Ariadne,  Rape  of  Proserpine 
[an  error],  Neptune  and  Amymone,  and  Vulcan  and  Venus. 
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MMA  Annual  Report  1922,  p.  1 8.  Mentioned. 

J.B.  (Joseph  Breck].  "An  Anonymous  Gift."  MMA  Bulletin  17 
(1922)  pp.  51—54,  both  illus.  Identified  as  from  the  Amours 
des  Dieux  set  made  for  Baron  de  Thiers,  1754,  from  the 
collection  of  the  late  James  Stillman;  he  is  said  to  have  owned 
a  third  piece  of  the  set,  a  Pluto  and  Proserpine.  This  set  did 
not  include  this  subject;  probably  the  reference  is  to  the 
Stillman  Boreas  and  Orithyia  with  the  French  royal  arms. 

Krohn,  Mario.  Frankrigs  og  Danmarks  Kunstneriske  Forbin- 
delse  i  det  18.  Aahundrede.  Copenhagen,  1922,  vol.  1,  pp. 
73,  75,  77,  213,  pi.  12.  Account  of  Bernstorff's  tapestry  pur- 
chases. 

Hunter.  Practical  Book  of  Tapestries,  pp.  173,  174,  pi.  xi,e. 
Both  pieces  mentioned,  79b  illus. 

Hunter,  George  Leland.  "America's  Beauvais-Boucher  Tapes- 
tries." International  Studio  85  (November  1926)  p.  26.  Both 
pieces  mentioned,  79a  illus. 

Saxe,  Eleanor  B.  "A  Boucher  Tapestry."  MMA  Bulletin  23 
(1928)  p.  1 5 .  Both  pieces  mentioned  in  account  of  Boreas  and 
Orithyia  with  French  royal  arms  lent  by  James  A.  Stillman. 

Gobel.  Wandteppiche  JJ,  vol.  1,  p.  227.  Both  pieces  mentioned, 
79b  erroneously  described  as  combined  with  Jupiter  and 
Antiope. 

Louchheim,  Aline  B.  "Five  Thousand  Years  of  Art."  Art  News 
Annual,  1945—46  (Diamond  Jubilee  of  the  MMA),  p.  82, 
illus.  [79b]. 

Grandjean,  Bredo  L.  En  Bygnings  Historie:  Det  Bernstorffske 
Palae,  1752— 1952.  Copenhagen,  1952,  pp.  11,  12,  13—18, 
22,  26, 27.  History  of  Tapestry  Room  in  Bernstorff  Palace;  p. 
14,  illus.,  view  of  room  showing  Bacchus  and  Ariadne  on 
wall  with  1829  carpet.  Location  of  tapestries  and  furniture 
said  to  be  unknown. 

Jones,  Mary  Eirwen.  British  and  American  Tapestries.  Hadleigh, 
Essex,  1952,  p.  79,  illus.  [79b]. 

Zahle,  Erik.  "Francois  Boucher's  dobbelte  billedvaevning." 
Det  Danske  Kunstindustrimuseum,  Virksomhed,  1959- 
1964.  Copenhagen,  1964,  pp.  59,  68,  69.  Bernstorff  tapes- 
tries said  to  have  been  sold  by  King  George  of  Greece  in  1904 
and  to  be  now  in  America.  Both  pieces  mentioned  as  in 
MMA,  but  not  identified  as  from  the  Bernstorff  set. 

Parker,  James.  "Eighteenth-Century  France  Recreated  in  the 
'Cold  Barbarous  Country':  The  Tapestry  Room  from  the 
Bernstorff  Palace,  Copenhagen."  Burlington  Magazine  115 
(J973)  P-  3685  fig.  14  (photograph  of  Tapestry  Room  taken 
about  1887,  with  79b  on  wall),  15  [79a].  Identified  as 
Bernstorff  tapestries. 

Ananoff,  Alexandre.  Frangois  Boucher.  Lausanne  and  Paris, 
1976,  nos.  344/9,  3  50/10.  Both  pieces  listed. 

Sutton,  Denys.  Franqois  Boucher.  Exh.  cat.,  Wildenstein,  New 
York,  1980,  p.  39,  no.  16.  79b  mentioned. 


79a  Vulcan  Presenting  Arms 
for  Aeneas  to  Venus 

DESCRIPTION 

Vulcan  has  a  yellow  ribbon  in  his  yellow  and  dark 
brown  hair.  He  is  nude  except  for  a  red  drapery  thrown 
over  his  loins  and  shoulder.  He  holds  a  hammer  in  his  right 
hand  above  some  dull  green  drapery  and  points  with  his 
left  at  an  elaborate  yellow  and  gray  helmet  with  a  blue 
plume  lying  on  a  yellow  and  gray  animal  skin  at  his  feet. 
He  looks  up  wistfully  at  Venus,  who  reclines  on  a  pale 
yellow  cloud  just  above  him.  She  has  a  scanty  pale  yellow 
costume  and  pink  sandals,  with  a  pink  drapery,  and  holds 
the  ends  of  the  blue  ribbon  that  fastens  her  yellow  hair. 
Behind  her  is  her  pale  yellow  and  blue  chariot,  with  pale 
lavender  and  pink  draperies  and  two  white  doves.  To  the 
right  are  three  nude  girls  on  a  pale  yellow  cloud;  the  fore- 
most has  a  blue  and  pink  drapery  across  her  lap.  The  one 
on  the  left  has  a  pink  ribbon  in  her  hair.  Cupid  sits  on  a 
cloud  below,  raising  an  arrow  in  one  hand  and  placing  the 
other  on  two  billing  doves.  He  has  a  yellow  loincloth  and  a 
pale  blue  and  yellow  quiver  at  his  side. 

On  the  ground  below  are  two  of  Vulcan's  workmen. 
One,  standing,  holds  a  yellow  and  brown  shield  with  a 
Medusa  head,  supporting  it  on  a  yellow-gray  anvil,  with  a 
pair  of  tongs  at  its  base;  he  wears  a  bunch  of  blue,  pink, 
and  yellow  drapery  over  his  hips.  The  other  crouches  be- 
side him  with  his  hands  on  a  red  object;  he  has  a  blue  band 
in  his  hair.  Farther  to  the  right  are  four  men  working  in  a 
forge  in  a  blaze  of  light;  they  have  yellow,  blue,  and  brown 
drapery.  Yellow-gray  rocks  rise  above  them  and  metal 
bars  lie  on  the  ground  in  front  of  them,  with  a  gray  and 
brown  basket  filled  with  tools  and  a  large  hammer;  a  piece 
of  red  drapery  lies  behind  the  basket. 

To  the  left,  beyond  Vulcan,  a  kneeling  man  with  dark 
yellow-brown  drapery  holds  a  yellow-gray  bundle  of 
rods;  he  has  a  blue  band  around  his  head.  On  the  ground 
beside  him  are  a  pale  pink  quiver  with  a  yellow-gray  fur 
lining,  filled  with  arrows  with  pale  blue  feathers,  a  long- 
handled  ax,  a  sword,  and  pieces  of  armor.  Another  man 
raises  a  yellow  and  brown  helmet  with  pink  plumes  and  a 
pink  quiver  with  a  yellow  tip,  fur  lining,  and  arrows;  he 
has  pale  yellow  drapery  and  a  hammer  at  his  waist.  The 
head  of  another  worker,  holding  a  blue  piece  of  armor,  is 
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79a 

visible,  and  another,  with  a  blue  cap,  bends  to  remove  a 
yellow  and  brown  ewer  from  an  open  gray  box.  He  has 
brown  and  red  drapery  and  a  pale  blue  and  yellow  turban. 
A  blue  ribbon  falls  over  the  end  of  the  box,  partially  hiding 
the  inscription  in  dark  brown:  F.  Bouche  I  1749  (re- 
versed). On  a  truncated  gray-green  wall  with  pale  green 
and  yellow  plants  growing  on  it  beyond  the  standing  man 
are  a  yellow  shield  with  a  pink  border,  an  ax,  and  a  black 
and  brown  ring.  On  the  ground  below  are  pale  yellow 
fasces,  a  brown  shield,  and  a  yellow  and  brown  helmet 
with  a  dull  red  plume.  Trees  and  bushes  with  green  and 


yellow  foliage  are  seen  on  the  far  left,  with  a  large-leafed 
plant  in  the  foreground.  The  sky  is  very  pale  yellow-blue 
above,  pale  yellow  below;  the  foreground  is  in  shades  of 
green,  brown,  gray,  and  yellow. 

CONDITION 

The  silk  areas,  especially  the  sky  and  the  yellow  light  of 
the  forge,  are  badly  faded  and  show  many  breaks,  some 
repaired.  A  very  small  piece  in  the  lower  right  corner  is  a 
replacement.  There  are  small  areas  of  repair  near  the  lower 
corners. 
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SUBJECT 

Venus  is  apparently  returning  to  Vulcan's  smithy  to 
collect  the  arms  that  he  has  made  for  Aeneas,  her  son  by 
Anchises,  rather  than,  as  in  57c,  wheedling  him  into  mak- 
ing them.  Vulcan's  workers  are  not  here  shown  as  one- 
eyed  Cyclopes. 

SOURCE  OF  THE  DESIGN 

Boucher  repeated  the  subject  many  times  over  more 
than  thirty-five  years,  including  two  later  designs  for 
Gobelins  tapestries.  An  upright  painting  in  the  Louvre 
with  large  figures  of  Vulcan  and  Venus  is  dated  1732;  it 
shows  him  seated  on  the  ground  looking  up  at  her  in  the 
clouds,  with  a  piece  of  classical  armor,  a  helmet,  and  a 
quiver  of  arrows  at  his  feet  very  like  the  same  objects  in  the 
tapestry.  In  a  painting  in  a  private  collection  in  New  York, 
he  is  seated  with  a  hammer  in  one  hand,  much  as  in  the 
tapestry,  but  Venus  is  behind  his  shoulder.  A  grisaille 
sketch  in  the  Louvre  is  close  enough  to  the  tapestry  (with- 
out the  "grand  rapport")  to  be  considered  a  study  for  it, 
though  there  are  some  differences;  the  basket,  with  the 
hammer  beside  it,  and  the  classical  armor  and  quiver  of 
the  tapestry  are  not  in  the  painting.31  Other  versions  of  the 
subject  are  later  than  1750.  The  three  nymphs  in  the  sky  of 
the  tapestry  are  close  to  a  similar  group  in  the  1749  Venus 
desarmant  I' Amour  in  the  Louvre.32 

The  upper  part  of  a  drawing  in  the  Rhode  Island  School 
of  Design  is  related  to  the  man  holding  the  bundle  of  rods 
on  the  left,  and  a  drawing  of  three  nudes  in  the  Fine  Arts 
Museums  of  San  Francisco  can  be  compared  to  Venus's 
three  attendants  in  the  sky.33  A  drawing  of  the  head  of 
Vulcan  is  in  a  private  collection  in  London  and  one  exists 
for  Venus;  drawings  showing  the  worker  at  the  forge 
holding  a  hammer  are  in  the  Poitiers  museum  and  the 
National  Museum,  Stockholm.34 

RELATED  TAPESTRIES 

The  design  was  woven  at  least  sixteen  times  between 
1752  and  1772,  five  pieces  being  made  for  the  king.  These 
may  be  presumed  to  be  those  with  the  French  royal  arms 
in  the  upper  borders;  one  from  the  Polovtsoff  sale,  1909 
(no.  244,  illus.),  was  in  the  Chateau  de  Fleury-en-Biere 
sale,  Galeries  Georges  Petit,  Paris,  December  5,  6,  1927 
(no.  206,  illus.).  There  is  the  same  inscription  on  the  box 


as  in  79a,  but  the  composition  was  extended  on  the  left,  to 
show  the  trunk  of  the  tree,  and  slightly  on  the  right.  An- 
other, very  similar,  but  with  the  arms  differently  placed  in 
the  border,  is  owned  by  Daniel  Wildenstein,  New  York.35 

The  example  in  Frederick  the  Great's  set  ends  at  the 
wall  on  the  left  and  shows  only  part  of  the  Cyclops  fur- 
thest to  the  right.  It  is  signed  "F.  Boucher"  on  the  box. 
Prince  Esterhazy's  piece  is  square,  ending  on  the  left  just 
beyond  the  shield  hung  on  the  wall  and  on  the  right  at  the 
basket  with  tools.  The  Esterhazy  arms  in  the  upper  border 
are  wreathed  with  flowers  that  touch  the  top  of  Venus's 
chariot.36  An  example  sold  at  the  Palais  Galliera,  Paris, 
June  19,  1970  (no.  106,  illus.),  is  less  high  and  less  wide 
than  79a  and  has  the  added  arms  of  the  Terray  family  in 
the  center  of  the  upper  part  of  the  sky;  there  are  no  bor- 
ders. It  must  be  one  of  the  set  ordered  by  the  king  for  the 
Abbe  Terray,  the  Controleur  General,  in  1 771. 37 

Some  examples  are  known  with  an  addition  in  the  cen- 
ter, between  Vulcan  and  the  man  holding  the  bundle  of 
rods;  it  shows  two  swans  drawing  Venus's  chariot,  two 
cupids  behind  Vulcan's  back,  one  raising  an  arrow,  a  man 
handing  them  an  arrow-filled  quiver,  a  seated  man  with  a 
shield,  and  a  second  helmet  on  the  ground.  This  may  well 
be  the  "grand  rapport"  mentioned  in  the  1754  inventory. 
It  is  found  on  an  example  in  the  Mobilier  National,  Paris 
(inv.  no.  GOB  861),  which  is  narrower  and  less  high  than 
79a;  it  has  no  border  and  is  signed  and  dated  1749.38  A 
second  piece  with  this  addition  is  in  the  Los  Angeles 
County  Museum,  also  signed  and  dated  1749;39  it  has  a 
very  narrow  border  and  is  extended  on  the  right  beyond 
the  forge  to  show  more  rocks  and  a  hillock  in  the  fore- 
ground and  on  the  left  to  include  the  tree  trunk.  A  third 
piece  with  the  central  addition,  also  signed  and  dated 
1 749,  finishing  just  beyond  the  wall  on  the  left,  was  sold  at 
the  Hotel  Drouot,  Paris,  December  17,  1943  (no.  50,  il- 
lus.); it  was  later  in  the  Louis  Guiraud  sale  at  the  Palais 
Galliera,  Paris,  December  10,  1971  (no.  126,  illus.),  and 
was  sold  again  at  the  Palais  d'Orsay,  Paris,  December  12, 
1978  (no.  120,  illus.). 

A  narrow  panel,  ending  on  the  left  at  the  shield  hung  on 
the  wall  and  on  the  right  at  the  man  holding  a  helmet, 
omitting  the  forge  entirely,  was  sold  at  the  Hotel  Drouot, 
Paris,  March  23,  1983  (no.  133,  illus.),  and  at  Sotheby 
Parke  Bernet  Monaco,  June  25,  26, 1983  (no.  312,  illus.). 

A  small  panel  with  only  the  four  men  at  the  forge,  was  in 
the  D  . . .  sale,  Galerie  Georges  Petit,  Paris,  December  13, 
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1929  (no.  96),  and  an  Hotel  Drouot  sale,  December  7,  8, 
193 1  (no.  276).  It  is  probably  one  of  the  "4  petites  pieces 
des  Amours  des  Dieux . . .  a  M.  Bertin,  Ministre,"  listed  by 
Charron  in  1774;40  they  include  "Venus  chez  Vulcain" 
and  "les  forgerons."41 

An  adaptation  of  the  design,  probably  woven  in  Brus- 
sels, is  in  the  Abbaye  de  Chaalis;  the  composition  is  re- 
versed. 

79b  Bacchus  and  Ariadne 

DESCRIPTION 

The  seated  god,  nude  except  for  a  brown-spotted  pale 
yellow  leopard  skin,  wears  a  wreath  of  pink  and  yellow 
flowers  with  green  leaves  and  has  a  pink  and  yellow  strap 
over  his  shoulder.  He  holds  a  flower-trimmed  yellow  stick. 
Ariadne  is  dressed  in  pale  yellow  with  blue  drapery.  A 
small  pale  brown,  pink,  and  red  chest  with  a  curved  lid 
and  a  hinged  door  stands  between  the  couple,  with  a  pair 
of  cymbals  with  red,  pink,  and  blue  ribbons  beside  it.  On 
the  left,  a  girl  in  yellow  with  dark  pink  drapery  and  a  pale 
pink  sandal  proffers  a  pearl  necklace  and  a  blue  ribbon  to 
Ariadne;  a  nude  child  is  asleep  beside  her.  Two  other  girls 
are  seen  above,  largely  concealed  by  a  huge  pink  drapery 
falling  from  a  blue-green  and  pale  yellow  pine  tree;  the 
foremost  holds  a  bunch  of  blue  and  yellow  grapes,  the 
other  is  in  blue.  Below  the  drapery  and  the  lowest  branch 
of  the  pine  is  a  gray  and  yellow  stone  slab,  with  a  relief  of  a 
nude  child,  and  an  overturned  stone  vase,  partly  hidden  by 
a  tilted  slab  of  green  and  yellow  rock  with  blue  flowers 
growing  on  it.  To  the  left  are  two  nude  children,  one 
raising  a  bunch  of  yellow  grapes,  with  a  piece  of  pink 
drapery  below. 

Bacchus's  chariot  stands  on  the  right  beside  him;  it  is 
pale  brown  and  yellow,  lined  with  pink,  and  has  a  relief  of 
three  nude  children  on  the  side.  A  striped  pale  pink  and 
gray  cloth  hangs  over  the  back  and  a  nude  child  with  dark 
pink  wings  sprawls  across  it,  holding  a  bunch  of  yellow 
grapes.  Another,  with  blue  wings,  behind  the  yellow  pole 
of  the  chariot,  raises  the  blue  reins  of  the  two  brown- 
spotted  pale  yellow  leopards  attached  to  the  vehicle.  A 
dark-haired  kneeling  man,  nude  except  for  a  piece  of  blue 
drapery,  holds  a  bunch  of  dull  yellow  grapes  and  red  and 
yellow  leaves  as  he  places  a  restraining  arm  across  one 
leopard;  a  nude  child,  also  carrying  yellow  grapes,  reclines 


upon  the  red  drapery  that  separates  the  animals.  A  pale 
yellow-gray  ruined  temple  rises  behind  the  group,  with 
two  nude  yellow-winged  children,  holding  sprays  of  red 
flowers  and  green  leaves,  frolicking  in  the  air  near  its  top. 
On  the  ground  to  the  right  is  a  kneeling  child  in  red  hold- 
ing a  yellow-gray  cloth  and  a  yellow  dish;  a  tall  yellow- 
brown  ewer  with  the  handle  in  the  form  of  a  standing 
animal  is  seen  behind  him  and  an  overturned  dull  yellow 
vase  beside  him. 

Behind  Bacchus  is  a  yellow-gray  stone  pedestal  support- 
ing a  sculptural  group  of  two  nude  winged  boys,  now 
scarcely  discernible,  playing  with  a  huge  dolphin,  of  which 
only  the  gray  tail  and  brown  eye  are  now  visible.  Trees 
with  green  and  yellow  trunks  and  foliage  are  seen  on  the 
far  right  and  left.  The  sky  is  pale  yellow  and  yellow-gray; 
the  buildings  on  a  distant  shore  and  Theseus's  ship,  seen  to 
the  right  of  the  ruined  temple  on  other  examples,  are  no 
longer  perceptible.  The  foreground  is  in  shades  of  green, 
gray,  brown,  and  yellow  with,  on  the  left,  large  dark  green 
and  dull  yellow  plants  and  a  yellow  and  brown  tam- 
bourine. 

CONDITION 

There  are  introduced  patches  on  the  upper  left  side,  at 
the  corner,  and  between  the  branches  of  the  tree;  one  is  a 
clear  blue.  Only  all-wool  areas,  such  as  flesh  and  some  of 
the  foliage,  are  undamaged;  elsewhere  the  surface  is  ex- 
tensively repaired.  The  wefts  have  perished  over  large 
areas  of  the  sky,  almost  all  of  Ariadne's  costume,  the 
lighter  parts  of  the  foreground,  and  elsewhere;  the  warps 
in  these  areas  are  held  together  by  coarse  stitching. 

SUBJECT 

Bacchus  has  evidently  just  arrived  on  Naxos  and  is  com- 
forting the  still-weeping  Ariadne.  In  other  versions,  the 
background  landscape  of  buildings  along  the  coast  is 
more  clearly  visible  and  Theseus's  departing  ship  can  be 
seen  in  the  remote  distance. 

SOURCE  OF  THE  DESIGN 

Drawings  for  the  reclining  girl  on  the  left  with  a  sleeping 
child  and  for  the  head  of  Ariadne  are  in  the  Louvre;42  one 
for  the  kneeling  child  with  a  dish  is  in  the  Albertina.43  A 
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design  for  a  fanleaf  in  the  National  Gallery  of  Canada, 
Ottawa,  shows  all  the  elements  of  the  composition  some- 
what differently  arranged  and  very  freely  treated.44  The 
leopard  on  the  right  is  close  to  the  tiger  on  the  right  of  72 
and  to  a  painting  by  Oudry  in  the  Staatliches  Museum, 
Schwerin  (fig.  61).  The  latter  is  based  on  a  quick  sketch, 
made  from  life  in  the  menagerie  at  Versailles,  in  the  same 
museum.45  It  may  be  supposed  that  Oudry  designed  both 
animals  in  79b. 


RELATED  TAPESTRIES 

The  design  was  woven  at  least  seventeen  times  between 
1749  and  1769,  seven  pieces  being  made  for  the  king.  The 
example  with  the  French  royal  arms  from  the  Polovtsoff 
set  is  in  the  Kunstindustrimuseum,  Copenhagen ;46  Jupiter 
and  Antiope  is  joined  to  it  on  the  right.  The  tree  on  the 
right  of  79  b  is  omitted,  the  design  is  less  high  and  slightly 
cut  on  the  left.  A  similar  piece,  with  Jupiter  and  Antiope 


540 


FIG.  61.  Leopard,  by  Jean  Baptiste  Oudry.  Oil  on  canvas.  Staatliches 
Museum,  Schwerin. 


and  the  royal  arms,  was  in  the  Cibiel  sale,  Hotel  Drouot, 
June  30,  19 19  (no.  22,  illus.);  the  border  corners  are 
different  from  those  of  the  Polovtsoff  set.  The  example  in 
the  set  made  for  Frederick  the  Great  is  of  Bacchus  and 
Ariadne  only;  the  kneeling  child  holding  a  dish  is  omitted. 
That  in  the  Esterhazy  set  includes  Jupiter  and  Antiope;  the 
tree  on  the  right  between  the  two  scenes  is  present.47  It 
ends  on  the  left  just  after  the  overturned  vase  and  is  less 
high  than  79b. 

The  subject  alone,  without  Jupiter  and  Antiope,  is 


Detail  of  79b 


found  in  the  Quirinale  Palace,  Rome;48  this  shows  slightly 
more  of  the  trees  and  shrubs  on  the  left  and  does  not 
include  the  tree  on  the  right,  ending  at  the  large  dish  held 
by  the  child.  A  square  version  is  in  the  Hillwood  Museum, 
Washington;49  the  composition  includes  half  the  carved 
stone  slab  on  the  left,  the  lowest  branch  of  the  pine  tree 
above,  and  the  vase  with  the  animal  handle  on  the  right. 
The  example  in  the  Los  Angeles  County  Museum50  (from 
the  Mrs.  Evelyn  Saint  George  sale,  Sotheby's,  London, 
July  24, 1939,  no.  88,  illus.)  is  close  to  79b,  but  narrower, 
omitting  the  tree  on  the  right,  and  less  high;  Theseus's  ship 
is  visible  in  the  distance.  An  example  owned  by  Wildenstein 
&  Co.,  New  York,  in  1982  ends  on  the  left  just  before  the 
child  behind  the  rocks;  the  right  edges  cut  through  the  dish 
held  by  the  kneeling  child.  It  is  slightly  less  high  than 
79b.51 

All  the  other  known  examples  are  combined  with  Jupi- 
ter and  Antiope.  One  in  the  Chartres  museum  ends  on  the 
left  at  the  child  behind  the  rocks  and  does  not  include  the 
tree  on  the  right;  the  ship  is  visible.  The  example  in  the 
J.  Paul  Getty  Museum,  Malibu,  does  not  include  the  child 
behind  the  rocks  or  the  tambourine  on  the  left.  One,  with- 
out a  border,  sold  at  Sotheby's,  June  4,  1971  (no.  10, 
illus.),  does  not  extend  beyond  the  toppled  vase  on  the  left 
and  is  lower  than  79b.  Another,  with  the  mark  A.C.C.,  is 
in  the  Wiirttembergisches  Landesmuseum,  Stuttgart.52  It 
does  not  extend  beyond  the  vase  on  the  left  and  the  upper 
border  touches  the  top  of  the  ruined  temple. 

NOTES 

1 .  The  French  title  is  Jupiter  en  raisin  or  Jupiter  change  en  raisin.  It  has 
been  suggested  that  the  subject  is  the  Roman  feast  of  the  Vinalia; 
sacred  to  Jupiter  (Ovid,  Fasti,  bk.  4,  lines  889-900),  instead  of 
Jupiter  disguised  as  a  satyr,  approaching  Antiope  (Gloria 
Guerreiro,  "Tapecarias  da  Coleccao  Calouste  Gulbenkian,"  Co- 
loquio  41  [December  1966]  p.  7).  Possibly  Jupiter  has  been  con- 
fused with  Bacchus,  who  disguised  himself  as  a  bunch  of  grapes  to 
deceive  Erigone. 

2.  Roger-Armand  Weigert,  "La  Manufacture  royale  de  tapisseries  de 
Beauvais  en  1754,"  Bulletin  de  la  Societe  de  VHistoire  de  I3 Art 
Franqais,  1933,  p.  233.  The  large  addition  for  Vulcan  and  Venus 
may  well  be  the  added  central  part  found  on  the  examples  of  this 
subject  in  the  Mobilier  National  and  the  Los  Angeles  County  Mu- 
seum of  Art,  which  is  entirely  in  Boucher's  style  and  could  hardly 
have  been  invented  without  his  assistance. 

3.  Badin,  Beauvais,  p.  105. 

4.  Ananoff,  Francois  Boucher,  no.  350,  listing  twelve  related  draw- 
ings, five  prints,  and  five  paintings,  including  copies,  figs.  1018, 
1019, 1021-30. 

5.  Ananoff,  Francois  Boucher,  nos.  344/2  and  3,  345/1  and  2,  346/4, 


5  and  6,  348/2  and  6,  figs.  1001,  1002,  1004,  1006,  1007,  1009, 
1014, 1015. 

6.  Badin,  Beauvais,  p.  61,  set  made  in  1754  for  Baron  de  Thiers  (who 
was  acting  as  agent  for  Baron  Bernstorff);  the  Rape  of  Proserpine  is 
erroneously  listed  instead  of  the  Rape  of  Europa.  Friis,  "Bern- 
storffske  Gobelinsal,"  pp.  872,  879  (c.  1887  photographs  of  palace 
interior  showing  Neptune  andAmymone  and  the  Rape  of  Europa). 
The  Ajalbert  extracts  (see  note  8)  give  the  titles  of  the  set  made  for 
"M.  le  baron  de  Thiers"  as  "Vulcain,  enlevement  d'Europe,  Ariane, 
Neptune." 

7.  Krohn,  Frankrigs  og  Danmarks  Kunstneriske  Forhindelse,  pp.  77, 
213. 

8.  Badin,  Beauvais,  pp.  61,  62;  list  all  weavings.  This  is  the  primary 
source  for  all  dates  and  purchasers,  and  the  subjects  included  in 
each  set.  It  is  not  possible,  however,  to  reconcile  this  list  with  that 
given  on  Badin's  pp.  84-85,  which  is  one  compiled  by  Charron  of 
tapestries  woven  for  the  Affaires  Etrangeres  and  by  order  of  the 
king  from  1754  to  1779.  To  the  eighty  pieces  listed  on  pp.  61—62 
must  be  added  at  least  twenty  more  given  on  pp.  84-85.  Further 
information  has  been  obtained  from  a  typescript  copy  of  some  of 
the  registers  of  production  at  Beauvais  compiled  by  Jean  Ajalbert 
and  now  in  the  library  of  the  Departement  des  Objets  d'Art  at  the 
Louvre.  I  am  indebted  to  Pierre  Verlet  for  the  privilege  of  consult- 
ing these  extracts. 

9.  Ajalbert  extracts. 

10.  Charlottenburg  Palace,  Verwaltung  der  Staatlichen  Schlosser  und 
Garten  (Berlin,  1973)  p.  63,  pi.  27.  {Bacchus  and  Ariadne  and  the 
Rape  of  Europa  seen  on  wall  of  gallery);  Badin,  Beauvais,  pi.  facing 
p.  68,  Rape  of  Europa-,  Paul  Seidel,  Les  Collections  d'oeuvres  d'art 
francaises  du  XVIIIe  siecle  appartenant  a  sa  Majeste  VEmpereur 
d'Allemagne  Roi  de  Prusse,  French  trans,  by  Paul  Vitry  and  Jean  J. 
Marquet  de  Vasselot  (Berlin,  1900)  p.  191,  no.  224  (listed;  said  to 
have  been  received  in  1 766  and  to  be  in  the  royal  palace,  Coblentz). 

11.  Maurice  Vaucaire,  "Les  tapisseries  de  Beauvais  sur  les  cartons  de 
Boucher,"  Les  Arts,  no.  7  (August  1902)  pp.  12, 13, 16, 17  (Vulcan 
and  Venus,  Bacchus  and  Ariadne  combined  with  Jupiter  and 
Antiope)  illus.;  Emoke  Laszlo  and  Corvina  Kiado,  Flemish  and 
French  Tapestries  in  Hungary  (Budapest,  19 81)  p.  33. 

12.  Zahle,  "Francois  Boucher's  dobbelte  billedvaevning,"  pp.  57-69. 

13.  Badin,  Beauvais,  p.  84. 

14.  Badin,  Beauvais,  p.  61;  Chiara  Briganti,  "Le  raccolte  d'arte  del 
Quirinale,"  in  //  Palazzo  del  Quirinale  (Rome,  1974)  p.  225,  pi.  xx 
(Mars  and  Venus  and  Jupiter  and  Antiope  seen  on  walls  of  first 
imperial  room);  Gobel,  Wandteppiche  II,  vol.  2,  pi.  236  (Boreas 
and  Orithyia). 

15.  "A  Beauvais  Tapestry  by  Boucher,"  Bulletin  of  the  Minneapolis 
Institute  of  Arts  32  (1943)  pp.  31-34,  illus. 

16.  Carl  Winter,  Friends  of  the  Fitzwilliam  Museum,  Forty-First  An- 
nual Report  for  the  Year  1949,  Cambridge,  pp.  2—5  illus.  From  the 
Bernard  Eckstein  sale,  Sotheby's,  London,  February  16,  1949,  no. 
157. 

17.  Bulletin  of  the  Art  Division,  Los  Angeles  County  Museum  4,  nos. 
2-3  (Summer  1952)  pp.  14, 15,  illus. 

18.  Guerreiro,  "Tapecarias,"  p.  5,  illus. 

19.  Hunter,  "America's  Beauvais-Boucher  Tapestries,"  frontispiece,  as 
in  the  collection  of  Mrs.  Edward  F.  Hutton  (later  Mrs. 
Merriweather  Post). 

20.  Gillian  Wilson,  Decorative  Arts  in  the  J.  Paul  Getty  Museum 
(Malibu,  Calif.,  1977)  no.  76. 

21.  Marthe  Crick-Kuntziger,  Catalogue  des  tapisseries,  Musees 
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Royaux  d'Art  et  d'Histoire  (Brussels,  1956)  no.  1 11,  pis.  114,115, 

22.  Juliette  Niclausse,  LeMuseedes  Gobelins  1939  (Paris,  1939)  p.  47, 
no.  48,  not  illus. 

23.  Fransua  Bushe  (Francois  Boucher),  exh.  cat.,  Hermitage  (Lenin- 
grad, 1970)  no.  82,  p.  80,  illus. 

24.  Juliette  Niclausse,  Tapisseries  et  tapis  de  la  Ville  de  Paris  (Paris, 
1948)  no.  63,  not  illus. 

25.  Sutton,  Franqois  Boucher,  no.  17,  fig.  16.  Another  example  was  in 
the  Paul  Dutasta  sale,  Galerie  Georges  Petit,  Paris,  June  3, 4, 1926, 
no.  194,  illus.,  and  the  Charles  d'Hencqueville  sale,  Galerie  Jean 
Charpentier,  March  25, 1936,  no.  181,  illus. 

26.  A  Beauvais  memorandum  of  1784  mentions  "8  dessus  de  portes, 
dessins  de  Boucher"  (Badin,  Beauvais,  p.  90,  pi.  facing  p.  76). 

27.  Krohn,  Frankrigs  og  Danmarks  Kunstneriske  Forbindelse,  p.  75. 

28.  Grandjean,  Bygnings  Historie,  pp.  16-18,  22,  26,  27. 

29.  F.M.,  "Tapisseries  du  Beauvais,"  pp.  14, 15. 

30.  James  A.  Stillman  also  owned  a  Boreas  and  Orithyia,  which  was 
sold  at  Parke-Bernet,  New  York,  May  10-13, 1944,  no.  667,  illus.; 
it  has  the  French  royal  arms  in  the  upper  border  and  so  could  not 
have  belonged  to  the  Bernstorff  set. 

31.  Ananoff,  Franqois  Boucher,  nos.  85,  303,  351. 

32.  Ananoff,  Franqois  Boucher,  no.  331. 

33.  Regina  Shoolman  Slatkin,  Franqois  Boucher  in  North  American 
Collections:  100  Drawings,  exh.  cat.,  National  Gallery  of  Art  and 
Art  Institute  of  Chicago  (Washington,  1973)  nos-  37?  64. 

34.  Ananoff,  Franqois  Boucher,  nos.  351/1  and  2,  figs.  1033, 1036,  no. 
302/2;  Per  Bjurstrom,  French  Drawings,  Eighteenth  Century,  Na- 
tional Museum  (Stockholm,  1982)  no.  858A. 

35.  Ananoff,  Franqois  Boucher,  nos.  351/11,  fig.  103 1. 

36.  Vaucaire,  "Tapisseries  de  Beauvais,"  illus.  p.  12. 
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80  Vertumnus  and  Pomona 


From  the  series  Scenes  from  Operas 


French  (Beauvais);  designed  by  Francois  Boucher 

( 1 703-1770),  1757,  and  woven  under  the  direction  of 
Andre  Charlemagne  Charron  (fl.  175 3 -1780),  1758-76. 

Designer's  name  and  date. 

Wool  and  silk. 

10  ft.  x  6  ft.  9  in.  (3 .05  m  x  2.06  m). 
21-22  warps  per  inch,  8  per  centimeter. 
Bequest  of  Benjamin  Airman,  19 13  (14.40.708). 

DESCRIPTION 

Vertumnus,  disguised  as  an  old  woman,  wears  a  pale 
yellow  head  covering,  dress,  and  sandals,  with  a  pink 
cloak.  Pomona  has  blue  ribbons  in  her  hair  and  a  yellow 
costume;  she  holds  red,  pink,  and  yellow  roses  and  re- 
clines on  a  piece  of  blue  drapery.  Two  nude  winged  chil- 
dren frolic  on  clouds  above  the  couple,  one  holding  an 
arrow,  the  other  having  a  quiver  at  his  side.  To  the  right,  a 
yellow-gray  statue  of  a  woman  holding  a  wreath  stands  on 
a  high  stone  pedestal;  to  the  left  is  a  huge  yellow-gray  vase, 
filled  with  blue-green  and  yellow  leaves,  with  a  satyr's 
mask  and  garlands  on  the  lower  part.  It  stands  on  a 
yellow-gray  stone  support  above  a  stone  table.  Vertum- 
nus's  yellow-gray  stick  leans  against  the  table,  which  is 
covered  with  yellow  grapes,  red-edged  vine  leaves,  and  red 
and  yellow  apples.  Part  of  a  pale  gray  flowerpot  is  visible. 
On  the  side  of  the  table  in  dark  brown  is  the  inscription:  f- 
Boucher  •  / 1757. 

The  background  on  the  left  is  formed  by  pale  green  and 
yellow  trees  and  bushes.  The  sky  is  pale  blue-gray  above, 
pale  yellow-gray  below.  A  blue  and  pale  yellow  trellis 
appears  behind  the  statue,  with  pink  roses  in  front  of  it;  a 
yellow  basket  filled  with  pink  and  yellow  flowers,  with  a 
pink  bow  on  the  handle,  lies  at  Pomona's  feet.  Part  of  a 
yellow-gray  rake  is  seen  in  the  lower  right  corner.  The 
foreground  is  in  pale  shades  of  green,  gray,  brown,  and 
yellow,  with  plants,  flowers,  and  fruits;  these  include  yel- 
low grapes,  red  and  yellow  apples,  red-edged  vine  leaves, 
and  a  large  green  and  yellow  melon. 

Some  of  the  original  colors  can  be  deduced  from  the 
painting,  which  seems  to  have  been  followed  closely  in  the 
tapestry.  In  this  case,  Pomona  should  be  in  a  yellow  dress 


over  a  white  undergarment,  with  blue  ribbons  in  her  hair, 
and  Vertumnus  should  be  in  purple  with  an  orange-red 
cloak;  his  white  head  covering  has  blue  stripes.  The  cupids 
have  pink  drapery,  with  a  blue  ribbon  on  the  quiver. 

CONDITION 

The  tapestry  is  badly  faded;  the  statue,  the  flying  drap- 
eries of  the  cupids,  and  some  distant  trees  are  barely  per- 
ceptible. There  are  extensive  areas  of  repair  in  the  silk 
passages  of  the  upper  part,  especially  the  sky  and  the  en- 
tire background  of  the  cupids,  where  large  expanses  are 
now  yellow.  No  new  photography  is  possible  and  the  il- 
lustration shows  damage  to  the  existing  negative. 

SUBJECT 

The  contemporary  title  of  the  series,  Fragments 
d'Opera,  indicates  that  the  subjects  are  taken  from  op- 
eras. It  was  customary  to  combine  separate  acts  of  differ- 
ent operas  or  ballets  in  a  single  performance,  calling  them 
"fragments."1  The  four  subjects  of  the  series  are  the 
Dream  of  Rinaldo,  Apollo  and  Isse,  Vertumnus  and 
Pomona,  and  Venus  and  Cupids.2 

The  Dream  of  Rinaldo  is  from  the  opera  Armide  by 
Philippe  Quinault  and  Jean  Baptiste  Lully,  first  performed 
in  1686  and  revived  in  1743;  Rinaldo  is  shown  asleep  in 
Armida's  enchanted  garden.  Apollo  and  Isse  is  from  Isse 
by  Destouches  and  Lamotte,  first  performed  in  1697  and 
revived  in  1742  and  1750.  Apollo,  disguised  as  a  shepherd, 
with  his  houlette,  approaches  the  sleeping  Isse;  there  are 
two  cupids  with  a  basket  of  flowers  beside  her,  a  dog,  and 
six  sheep  in  a  wooded  landscape.  Pomone,  with  music  by 
Robert  Cambert  and  a  libretto  by  the  Abbe  Perrin,  was  the 
first  French  opera,  presented  in  Paris  in  1671.  It  is  not 
listed  as  having  been  revived  and  a  more  probable  inspira- 
tion for  the  tapestry  is  the  "ballet  opera"  Les  Elements, 
with  words  by  Roy  and  music  by  Lalande  and  Destouches; 
the  fourth  act,  "Earth,"  tells  the  story  of  Vertumnus  and 
Pomona.  It  was  first  performed  in  1721  and  the  fourth  act 
was  played  at  Versailles  in  1749,  with  Mme  de  Pompadour 
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as  Pomona.3  In  the  tapestry  Vertumnus  is  in  his  final  dis- 
guise as  an  old  woman,  persuading  her  to  return  his  love. 
The  fourth  tapestry  of  the  series,  Venus  and  Cupids,  could 
be  from  any  of  a  number  of  French  operas  concerned  with 
Venus.  She  holds  an  arrow  and  has  a  winged  cupid  with  a 
quiver  at  her  knee;  another  cupid,  sitting  on  the  ground  at 
her  feet,  aims  an  arrow.  There  are  three  lightly  clad 
nymphs  and  five  other  cupids,  a  half-draped  statue,  a 
stone  sphinx,  doves,  and  Venus's  chariot  in  a  wooded 
landscape. 

A  fifth  subject,  Castanets  ("les  Castagnettes")  has  been 
listed,  but  with  no  record  of  a  weaving.  The  name  appears 
in  the  Beauvais  records,4  but  in  a  set  that  combined  a 
known  piece  from  the  Loves  of  the  Gods  with  Scenes  from 
Operas;  the  set  was  commissioned  by  M.  La  Billardie  in 
1768  and  consisted  of  Vertumnus  and  Pomona,  Apollo 
and  Isse  (called  "le  Sommeil  d'Isse"),  "les  Castagnettes," 
and  Jupiter  and  Antiope  (called  "Jupiter  en  raisin")  from 
the  Loves  of  the  Gods.  Castanets  is  found  again  in  a  Loves 
of  the  Gods  set  made  for  Frederick  the  Great  in  1765, 
called  "la  joueuse  de  castagnettes."  The  Jupiter  and 
Antiope  of  this  set  shows  only  the  god  disguised  as  a  satyr, 
without  the  woman  with  cymbals  that  is  usually  part  of 
the  design.  It  is  highly  probable,  therefore,  that  Castanets 
was  the  name  given  to  this  figure  when  it  was  woven  as  a 
separate  piece  and  it  should  not  be  considered  as  one  of 
the  Scenes  from  Operas  series. 


SOURCE  OF  THE  DESIGN 

Boucher's  painting  is  in  the  Fine  Arts  Museums  of  San 
Francisco  (fig.  62)  ;5  it  does  not  include  the  large  vase  and 
table  at  the  left  side  of  the  tapestry  and  shows  a  space 
betwen  the  melon  and  the  lower  edge,  but  in  other  respects 
has  been  very  closely  copied.  It  does  not  include  the  dol- 
phin fountain  seen  on  the  right  of  wider  versions  of 
Vertumnus  and  Pomona;  this  may  in  fact  have  been 
adapted  from  the  similar  fountain  in  the  Dream  ofRinaldo 
in  this  series.  It  is  also  seen  in  a  painting  dated  1749  in  the 
Columbus  Museum  of  Art;6  the  two  main  figures  and 
some  details  here  are  very  close  to  80,  but  there  is  a  cupid 
holding  a  mask  between  Vertumnus  and  the  large  vase, 
and  the  fountain  replaces  the  statue.  This  is  the  composi- 
tion of  a  1765  print  by  Augustin  de  Saint- Aubin  after 
Boucher  made  for  the  Abbe  Barrier's  edition  of  Ovid's 
Metamorphoses.7 


The  painting  for  80  was  kept  at  the  manufactory,  as  is 
known  from  a  memorandum  of  4  Frimaire  an  2  (1794) 
that  lists  among  the  "tableaux  remis  a  la  Nation  par  M.  de 
Menou"  [then  the  director]  "3  fragments  d'Opera  .  .  .  1 
tableau  Vertumne  et  Pomone."  The  cartoon  cut  up  for  the 
weavers  is  included  in  the  inventory  of  1820  among  the 
Tentures  Pastorales  as  "Vertumne  et  Pomone,  4  bandes"; 
these  were  sold  in  1 8 29. 8  A  drawing  of  a  reclining  nude  in 
a  New  York  collection  was  used  for  Pomona  in  80  and  the 
Columbus  painting,9  and  one  in  a  private  collection  in 
Geneva  for  her  hand  and  legs.10  Other  drawings  some- 
times listed  as  related  to  80  are  more  closely  connected  to 
the  Gobelins  version  of  the  subject,  57a. 

An  example  of  the  Dream  ofRinaldo  is  dated  175 1  and 
both  it  and  Venus  and  Cupids  were  woven  in  1752.  Three 
paintings  for  the  series  were  in  existence  in  1754,  when  an 
inventory  of  the  manufactory  lists  "trois  tableaux  de  Frag- 
mens  d'opera  peints  par  ledit  sieur  Boucher  . . .  contenant 
neuf  aunes  quinze  seizes  non  compris  les  bordures."11  The 
third  subject  must  have  been  Apollo  and  Isse,  though  it  is 
not  recorded  as  having  been  woven  until  1758.  Vertum- 
nus and  Pomona  was  not  woven  until  1758;  three  tapes- 
tries of  the  subject  are  dated  1757,  so  it  was  apparently  a 
late  addition  to  the  series. 

The  design  of  Apollo  and  Isse  is  not  related  to  the  1750 
Boucher  painting  of  the  subject  in  the  Musee  des  Beaux- 
Arts,  Tours;  this  shows  a  later  moment  in  the  story,  with 
Isse  awake  and  the  god,  nearly  nude,  as  his  radiant  self.12 

WEAVER  AND  DATE 

Andre  Charlemagne  Charron  was  director  of  the 
Beauvais  manufactory  between  1754  and  1780  and  so 
must  have  been  in  charge  when  80  was  woven.  The  date  of 
the  design,  1757,  is  inscribed  on  it,  and  the  subject  is  not 
recorded  as  woven  after  1776. 


RELATED  TAPESTRIES 

The  subject  is  recorded  as  having  been  woven  six  times 
between  1758  and  1776.  The  only  complete  set  of  four 
pieces  was  made  on  an  order  from  the  king  for  the  Con- 
troleur  General,  Henri  Leonard  Bertin,  in  1762;  the  order 
also  included  three  pieces  from  the  Loves  of  the  Gods.13 
Venus  and  Cupids,  Apollo  and  Isse,  and  the  Dream  of 
Rinaldo,  with  Apollo  and  Clytie  from  the  Loves  of  the 
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Gods,  were  owned  by  Maurice  Fenaille  in  1932;  they  have 
the  royal  arms  in  the  upper  border  and  can  be  considered 
to  be  part  of  the  Bertin  commission.14  The  Dream  of 
Rinaldo  belonged  to  Daniel  Wildenstein,  New  York,  in 
1 971. 15  Vertumnus  and  Pomona,  also  with  the  royal  arms 
and  from  the  Bertin  set,  is  in  a  private  collection  in  New 
York;16  it  was  in  the  Groult  collection  in  1925  and  was 
sold  at  the  Galerie  Jean  Charpentier,  Paris,  May  24, 1955 
(no.  108,  illus.).  It  is  wider  than  80,  showing,  on  the  right, 
cupids  playing  on  an  elaborate  fountain,  with  a  large  dol- 
phin on  a  huge  shell,  and  a  watering  can  below;  on  the  left, 
the  whole  vase  and  flowerpot  are  visible. 

Another  example  of  Vertumnus  and  Pomona,  from  the 
Casimir  Perier  and  Veil  Picard  collections,  was  in  a  private 
collection  in  Italy  in  1983  ;17  it  includes  part  of  the  dolphin 
fountain  on  the  right  and  all  the  large  flowerpot  on  the 
left.  The  signature  is  in  reverse.  Another  was  in  the 
Theodore  Reinach  collection  in  192 1, 18  and  the  Ephrussi 
sale  at  the  Hotel  Drouot,  Paris,  May  29,  1929  (no.  10, 
illus.),  and  was  sold  at  the  Galerie  Jean  Charpentier,  Paris, 
June  25,  1937  (no.  104,  illus.);  it  is  narrower  than  80, 
showing  only  half  the  vase  on  the  left  and  with  the  right 
border  cutting  through  the  basket  of  flowers.  Another, 
from  the  Alfred  Rothschild  and  countess  of  Carnarvon 
collections,  was  sold  at  Christie's,  London,  May  2,  1935 
(no.  120,  illus.);  it  shows  the  complete  fountain  and  wa- 
tering can  on  the  right  and  most  of  the  flowerpot  on  the 
left. 

An  example  of  the  Dream  of  Rinaldo,  dated  175 1,  is  in 
the  National  Gallery  of  Art,  Washington.19 
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fig.  62.  Vertumnus  and  Pomona,  by  Francois  Boucher.  Oil  on  can- 
vas. The  Fine  Arts  Museums  of  San  Francisco  (1967. 11). 
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18.  The  Franco-British  Exhibition  of  Textiles  1921,  Victoria  and 
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19.  George  Henry  McCall,  The  Joseph  Widener  Collection,  Tapestries 
(Philadelphia,  1932)  pp.  36-38,  81-83,  pls-  facing  PP-  3 6,  37 
(from  the  Edward  Behrens  collection,  London). 
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81  Upholstery  panels 


Back,  seat,  and  armrests  for  an  armchair 

French  (Beauvais),  1765-85. 
Wool  and  silk. 

Back  1  ft.  5  in.  x  1  ft.  6  in.  (43  cm  x  46  cm); 
seat  2  ft.  x  2  ft.  4  in.  (61  cm  x  71  cm). 
16-20  warps  per  inch,  7-8  per  centimeter. 
Gift  of  J.  Pierpont  Morgan,  1906  (07.225.58). 


DESCRIPTION 

On  the  back,  a  bunch  of  flowers  is  tied  together  by  a 
blue  ribbon;  they  include  pink  roses,  a  red  and  yellow 
poppy,  and  pink  and  yellow  honeysuckle.  The  foliage  is 
blue-green  and  the  background  pale  gray. 

The  informally  arranged  group  of  flowers  on  the  seat 
includes  a  wide-open  pink  tulip,  red  and  pale  gray  roses, 
and  a  large  orange  bloom.  The  foliage  and  background 
are  like  those  of  the  seat. 

The  armrests  are  alike  (not  mirror  images)  with  red 
and  dull  yellow  flowers  and  blue-green  foliage  on  gray 
grounds. 


CONDITION 

The  back  is  lightly  repaired,  but  the  seat  and  armrests 
have  substantial  areas  of  restoration,  especially  of  silk 
passages.  The  grounds  were  probably  originally  white. 


SOURCE  OF  THE  DESIGN 

Both  back  and  seat  designs  are  clearly  imitations  of 
similar  ones  used  at  the  Gobelins  from  about  1760  to 
1785  (see  57,  58). 


HISTORY 

In  the  Georges  Hoentschel  collection  Paris,  bought  as  a  whole 

by  J.  Pierpont  Morgan,  1906. 
Given  to  the  MMA  by  J.  Pierpont  Morgan,  1906. 


PUBLICATION 

Perate,  Andre,  and  Briere,  Gaston.  Collections  Georges 
Hoentschel.  Paris,  1908,  vol.  3,  p.  14,  pi.  80.  Erroneously 
described  as  "tapisserie  au  petit  point." 


82  The  Repast 

From  a  set  of  six  of  the  Russian  Entertainments 


French  (Beauvais);  designed  1767—69,  by  Jean  Baptiste  Le 
Prince  (173 4-1 781),  and  woven,  1771-72,  under  the  direc- 
tion of  Andre  Charlemagne  Charron  (fl.  1753-1780),  for 
Louis  XV. 

Weaver's  initials  and  name  of  manufactory. 
Wool  and  silk. 

12  ft.  x  20  ft.  (3.66  m  x  6.1  m). 
20—22  warps  per  inch,  9—10  per  centimeter. 
Gift  of  Mary  Brewster  Jennings,  in  memory  of  her  husband, 
Oliver  G.  Jennings,  1948  (48.139). 


DESCRIPTION 

A  stout  man,  wearing  a  pale  gray  fur  hat,  a  short  red 
undergarment,  a  white  robe  with  a  pale  yellow  fringe  and 
a  striped  blue,  pale  brown,  and  yellow  sash,  a  long  pale 
yellow  coat  with  dangling  sleeves,  and  pale  gray  boots, 
stands  in  front  of  a  table  covered  with  a  white  yellow- 
fringed  cloth.  On  the  left,  sitting  on  the  ground  in  front  of 
the  table,  is  a  young  man  in  red  with  a  yellow  sash,  wear- 
ing a  dark  blue  shaggy  cap  with  a  yellow  band,  and  pale 
brown  boots.  Beside  him  is  a  girl  in  pale  pink  and  yellow, 
with  a  tall  white  headdress,  holding  a  white,  pale  blue,  and 
yellow  tambourine.  The  head  of  another  girl  is  seen  be- 
tween the  couple.  Further  to  the  left,  a  fair-haired  young 
woman  stands  playing  a  pale  yellow  and  brown  stringed 
instrument.  She  has  red  flowers  in  her  hair,  yellow  ear- 
rings, and  a  red  short-sleeved  jacket  with  blue  beads  and 
red  tassels.  Her  petticoat  is  gray  with  red  ornamentation 
and  fringe;  over  this  is  a  white  dress,  pulled  up  at  the  side, 
with  red  and  pale  yellow  stripes  and  other  decoration.  A 
pink  cloak  edged  with  pale  brown  fur  is  seen  at  her  back 
and  she  has  pale  gray  shoes. 

Behind  the  table,  a  seated  man  in  pale  pink,  with  a  white 
turban  and  coat,  is  smoking  a  yellow  hookah  with  a  pale 
blue  bowl.  At  his  side  is  a  man  with  dark  hair  and  beard, 
holding  the  handles  of  a  pale  yellow  and  black  shallow 
dish  lying  on  the  table;  he  is  in  gray  with  a  tall  pink,  gray, 
and  blue  hat.  Two  figures  in  gray,  pink,  and  blue  are  partly 
visible  between  him  and  the  standing  man.  To  the  right,  a 
seated  young  man  in  very  pale  pink  and  blue  leans  on  the 
table  and  holds  a  wreath  of  red,  pink,  blue,  and  yellow 
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flowers  over  the  head  of  a  seated  girl.  She  wears  a  white 
blouse,  blue  skirt,  pink  coat,  and  yellow  sash,  and  holds  a 
garland  of  red,  pink,  blue,  white,  and  yellow  flowers,  with 
dark  blue-green  leaves,  across  her  lap.  Behind  her  is  a 
striped  blue  and  pink  cushion  with  a  yellow  tassel.  On  the 
right,  a  standing  servant  holds  a  red  tray  with  blue  and 
white  cups  and  ewer,  the  latter  having  a  yellow  top  and 
handle;  he  is  dressed  in  pale  blue,  pink,  and  brown  and  has 
a  white  turban  with  a  dull  dark  red  top.  Beside  him  kneels 
a  man  in  a  striped  red  and  pale  gray  garment,  with  blue 
and  red  fringes  to  the  short  sleeves,  and  a  yellow  sash  and 
boots;  he  is  bald,  except  for  a  dark  top-knot,  and  is  prob- 
ably a  Pole.1  He  rests  his  right  hand  on  a  white  drapery 
inside  a  pale  brown  open  chest;  the  other  contents  are  a 
yellow  platter  and  covered  vase,  a  red  square,  and  a  blue 
drapery.  On  the  ground  by  the  man's  right  foot  is  a  pale 
brown  basket  on  its  side.  By  his  left  leg  are  a  yellow  and 
brown  covered  vessel,  a  gray-blue  platter  with  pale  yellow 
and  lavender  grapes,  a  pale  yellow  and  brown  bowl  filled 
with  purple  and  pale  yellow  fruit  and  dark  blue-green 
leaves,  two  straw-covered  bottles,  one  with  a  red  tip  to  its 
cork,  and  a  yellow  platter  with  purple  and  blue  plums  and 
blue-green  leaves,  and  a  piece  of  pale  lavender  drapery. 

In  the  blue  and  white  water  at  the  far  right  is  a  gray  boat 
with  a  pale  yellow  and  brown  figurehead  of  a  two-tailed 
mermaid.  Five  seated  figures  in  gray  and  pale  pink  are  seen 
in  the  boat,  one  of  whom  adjusts  a  pale  blue-gray  drapery 
over  its  side.  Above  them  is  a  blue  canopy,  trimmed  with 
yellow,  with  tufts  of  red,  yellow,  and  blue  feathers  at  its 
corners.  Two  vertical  and  one  slanting  gray  masts  and 
sails  rise  above  the  boat,  with  red  pennants  at  the  top.  Part 
of  another  boat  is  seen  behind. 

Lying  on  the  ground  on  the  far  left,  behind  the  woman 
with  the  musical  instrument,  are  two  huge  arrow-filled 
quivers  in  gray  and  pale  yellow,  ornamented  in  red  and 
pale  blue,  and  two  yellow  hunting-horns,  with  a  blue 
scarf.  On  the  ground  in  front  of  the  man  in  red  is  a  gray 
oboe,  with  a  garland  of  red  and  white  flowers  and  blue- 
green  leaves  lying  across  it.  Behind  the  group  at  the  table  is 
a  round  gray  tent,  decorated  in  blue,  with  an  awning  sup- 
ported by  two  long  poles  in  front  of  it.  Behind  the  musi- 
cian is  another  tent  in  gray,  blue,  and  pale  yellow,  with  a 
tall  striped  pyramidal  roof,  topped  by  bunches  of  pink  and 
blue  feathers.  Trees  and  shrubs  in  shades  of  blue-green 
and  pale  yellow  make  up  most  of  the  background,  with 
some  buildings  visible  on  the  right.  The  sky  is  blue  in  the 
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upper  left  corner,  pale  gray  elsewhere,  with  darker  clouds 
on  the  right.  The  foreground  is  in  tones  of  gray,  brown, 
green,  and  dull  yellow. 

The  border  is  in  shades  of  brown,  red-brown,  and  dull 
yellow.  The  guards  are  dark  blue,  with  the  inscription  in 
yellow  on  the  lower  right  of  a  fleur-de-lis  and  A.c.c. 
[Andre  Charlemagne  Charron]  beauvais. 

CONDITION 

The  tapestry  has  been  cut  and  rejoined  on  the  left  side  at 
the  border,  so  that  a  few  inches  are  missing.  There  are 
some  small  areas  of  repair,  especially  at  the  left  end  of  the 
table.  A  portion  of  the  top  border  in  the  center,  with  a 
small  area  directly  beneath  it,  is  a  replacement  of  an  origi- 
nal royal  coat  of  arms.  About  two  feet  of  the  guard  at  the 
right  near  the  top  is  recent.  The  tapestry  was  at  one  time 
folded  under  at  the  top,  so  that  the  portion  containing  the 
tops  of  the  trees  and  the  masts  is  cleaner  than  the  rest. 

SUBJECT 

The  series  consists  of  six  subjects,  the  Musician  (also 
called  the  Musicien  champetre  and  the  Joueur  de  guitar e), 
the  Milkmaid^  the  Fortune-Teller  (Diseuse  de  bonne  aven- 
ture,  also  called  Bohemienne),  the  Repast  (also  called 
Repas  sous  la  tente),  the  Dance,  and  Bird  Catching  (also 
called  Denicheurs  d'oiseaux).  Paintings  for  the  first  two, 
when  shown  in  the  1767  Salon,  were  called  "Une  jeune 
Fille  orne  de  Fleurs  son  Berger,  pour  prix  de  ses  Chan- 
sons" and  "On  ne  peut  pas  penser  a  tout";  the  second  title 
refers  to  the  fact  that  the  milkmaid,  her  attention  drawn 
by  a  young  man  to  a  pair  of  billing  doves,  lets  the  milk 
pour  from  her  pitcher.  All  the  scenes  purport  to  show 
Russian  characters,  so  that  the  series  is  called  Les  Jeux 
russiens,  though  only  the  feasting,  dancing,  and  music- 
making  activities  can  properly  be  called  games,  pastimes, 
or  even  festivities,  and  only  some  of  the  costumes  and 
accessories  have  distinct  Russian  characteristics. 

Two  oval  tapestry  medallions  with  the  heads  of  the 
chief  figures  in  the  Repast  and  the  Fortune-Teller,  owned 
by  the  firm  of  Vail  in  1878,  have  been  identified  as  the 
actors  Henri  Louis  Cain,  called  Lekain,  and  Mile  Clairon. 
The  stout  man  of  the  Repast  does  indeed,  resemble  the 
portraits  of  Lekain,2  but  the  manufactory  records  of 
1795— 1 801  list  what  is  presumably  this  tapestry  only  as 
"Tableau  oval  figure  russe  repute  portrait  d'homme."3 





fig.  63.  The  Musician,  by  Jean  Baptiste  Le  Prince.  Aquatint.  MMA, 
The  Elisha  Whittelsey  Collection,  The  Elisha  Whittelsey 
Fund,  i960  (60.620.130). 


SOURCE  OF  THE  DESIGN 

Le  Prince  showed  paintings  for  the  first  three  subjects  in 
the  Paris  Salon  of  1767;  they  were  all  11  pieds  (about  14 
feet)  high.  The  Musician  and  the  Milkmaid  were  7  pieds  4 
pouces  (about  7  feet  8  inches)  wide,  the  Fortune-Teller 
was  square.  The  artist  stated  that  they  were  designed  to  be 
executed  in  tapestry  at  the  Beauvais  manufactory;  he  had 
consequently  been  obliged,  "tant  pour  les  effets  que  pour 
la  touche,  de  se  preter  au  genre  &  a  la  possibility  de  l'exe- 
cution  de  ces  sortes  d'Ouvrages,  qui,  faits  uniquement 
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pour  amuser  les  yeux  dans  les  Appartemens,  semblent 
exiger  par-tout  de  la  clarte  &  des  richesse  de  detail."4  Le 
Prince  had  been  in  Russia  between  1758  and  1762,  where 
he  traveled  widely,  making  a  large  number  of  sketches.5 
The  woman  playing  the  stringed  instrument  in  82  is  also 
found  reversed  as  a  watercolor  sketch  dated  1769,6  and  as 
a  print  dated  1768  (fig.  63). 7  In  the  1769  Salon,  Le  Prince 
exhibited  Une  Russienne  jouant  de  la  guitarre,  which  is 
known  only  from  a  sketch  by  Gabriel  de  Saint-Aubain  in 
his  copy  of  the  catalogue;  the  Russian  girl  is  shown  in  an 
interior  and  is,  as  Saint-Aubain  noticed,  playing  with  her 
left  hand.8  The  round  tent  and  the  canopy  in  front  of  it 
supported  on  two  long  poles  in  the  tapestry  are  also  seen 
in  the  painting  the  Russian  Dance,  dated  1768,  owned  by 
Mrs.  Frederick  M.  Stafford,  New  York.9  A  number  of 
other  details,  such  as  the  nearly  bald  man  and  the  huge 
quivers,  are  seen  in  other  works  by  Le  Prince. 

Le  Prince  did  not  exhibit  the  paintings  for  the  other 
three  tapestries  of  the  series,  but  all  the  pictures  were 
completed  by  1769/70. 10  The  six  paintings,  measuring  20 
aunes  de  cours  (about  78  feet),  were  at  the  manufactory  in 
1780,  and  were  listed  among  the  "tableaux  remis  a  la 
Nation"  in  1794.  In  1820,  the  cartoons,  in  strips,  were  at 
the  manufactory;  that  for  the  Repast  was  in  nine  strips.11 
A  painting  of  the  central  motif  of  the  Fortune-Teller  in  the 
Musee  Departemental  de  l'Oise,  Beauvais,  is  believed  to 
be  one  of  these  strips.12  There  is  a  drawing  in  the  Louvre 
for  the  man  playing  a  pipe  in  the  Dance.  A  print  of  1770, 
called  the  Joueur  de  chalumeau,  shows  the  three  seated 
figures  listening  to  the  music  in  the  Repast,  except  that  the 
one  in  the  background  is  a  bearded  man.13  A  small  paint- 
ing of  the  Fortune-Teller,  sold  at  Christie's,  November  26, 
1971  (no.  71,  illus.),  shows  a  number  ofthe  same  motifs  as 
the  tapestry  of  the  subject.  The  reclining  couple,  with  the 
man  holding  a  wreath  over  the  head  of  the  girl,  is  derived 
from  the  similar  pair  in  Boucher's  Gypsy  Fortune-Teller  of 
the  Italian  Village  Scenes  series  (78b). 


WEAVER  AND  DATE 

The  initials  A.c.C.  on  the  guard  show  that  82  was  woven 
when  the  manufactory  was  under  the  direction  of  Andre 
Charlemagne  Charron,  1753—80.  It  has  been  identified  as 
belonging  to  the  second  set,  woven  for  the  king.14  Pay- 
ments for  the  Repast  of  this  set  were  made  from  March  30, 
1771,  to  November  28, 1772. 15 


RELATED  TAPESTRIES 

The  set  to  which  82  belongs  is  recorded  as  consisting  of 
all  six  pieces.  The  Dance,  Musician,  and  Fortune-Teller 
are  in  the  Jacquemart-Andre  Museum,  Paris;  they  have 
the  French  royal  arms  in  the  upper  border,  overlapping 
into  the  sky,  and  were  given  by  the  king  in  1782  to  Bil- 
lieux,  chancellor  of  the  Prince-Bishop  of  Basel.16  Bird 
Catching  is  in  the  Mobilier  National,  Paris;  it  has  no 
arms.17  The  Milkmaid  has  not  been  identified.18 

Thirteen  sets  of  from  one  to  six  pieces  were  woven  be- 
tween 1769  and  1793,  seven  being  made  for  the  king  and 
six  for  private  purchasers,  a  total  of  forty-nine  pieces.  The 
Repast  from  the  third  set  of  1775,  six  pieces  given  by  the 
king  to  the  Sardinian  ambassador,  was  in  the  Mme  Andre 
Saint  sale,  Galerie  Jean  Charpentier,  Paris,  May  20,  21, 
1935  (no.  189,  illus.),  and  was  sold  again  at  the  Palais 
Galliera,  Paris,  June  18,  1965  (no.  240,  illus.);  it  is  less 
high  than  82,  ending  immediately  above  the  masts  of  the 
boats.  The  borders  contain  fleurs-de-lis.  The  seventh  set, 
also  of  six  pieces,  was  woven  in  1778—79  for  the  king;  the 
Repast  and  three  other  pieces  were  sold  in  178 1  to  the 
archbishop  of  Bordeaux,  later  the  archbishop  of  Aix-en- 
Provence,  and  are  now  in  the  Musee  des  Tapisseries,  Aix. 
The  Repast  has  been  cut  and  rejoined  between  the  boat 
and  the  bald  man.19  The  eighth  set,  three  pieces  made  for 
the  king  in  1777  and  given  by  him  to  M.  Fourqueux, 
included  a  Repast,  which  was  in  the  MM.  X  .  .  .  sale, 
Galerie  Georges  Petit,  Paris,  June  1,  1928  (no.  13,  illus.), 
and  was  sold  again  at  the  Hotel  Drouot,  Paris,  March  11, 
1948  (no.  64,  illus.);  it  has  no  border  and  is  extended  on 
the  right  to  show  a  man  in  a  rowboat.  Another  Repast, 
from  the  eleventh  weaving  of  1782— 8  5,  made  for  the  king, 
is  in  the  Mobilier  National;  it  has  no  border  and  is  slightly 
taller  at  the  top  and  wider  on  the  left  than  82.20  The  Repast 
of  the  twelfth  set,  1784—86,  is  recorded  as  in  the  Henry 
Bres-Chouanard  collection  in  1944;  that  of  the  thirteenth, 
six  pieces  woven  in  1793,  as  in  the  Palais  de  Justice,  Paris, 
in  two  pieces.21 

There  were  no  Repasts  in  the  fourth,  sixth,  and  tenth 
weavings,  and  those  of  the  first,  fifth,  and  ninth  have  not 
been  identified.22  However,  a  number  of  examples  not 
attributable  to  a  specific  weaving  have  been  published.  A 
very  wide  one  is  in  the  Los  Angeles  County  Museum  of 
Art;  it  includes  another  substantial  boat  with  a  sail  on  the 
right.23  A  smaller  piece  was  sold  at  the  Eduard  Hiinerberg 
auction  house,  Brunswick,  December  1,  2,  1955;  it  ends 
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close  to  the  painted  tent  on  the  left  and  the  upper  border 
cuts  through  the  masts.24  A  narrow  example  belonged  to 
Wildenstein  in  192 1 ;  it  ends  after  the  horns  on  the  left  and 
the  bald  man  on  the  right,  omitting  the  boats.25  A  border- 
less version,  less  high  than  82  and  slightly  extended  on 
the  right,  was  owned  by  the  Paris  dealer  Founes  in  19 28. 26 
An  example  was  owned  by  the  Paris  dealer  Chevalier  in 
1981.27 

A  set  of  the  Dance,  Bird  Catching,  Milkmaid,  and  Musi- 
cian is  in  the  Museum  of  Art,  Bucharest;  there  are  no 
borders.28  Other  pieces  in  a  public  collection  are  the  Bird 
Catching  and  the  Dance  in  the  Petit  Palais,  Paris.29 

In  the  later  sets,  subjects  from  the  Russian  Entertain- 
ments were  sometimes  combined  with  scenes  from  the 
Country  Amusements  series  after  Francois  Casanova. 
Thus,  a  Fortune-Teller  with  the  initials  of  de  Menou  (i.e., 
made  after  1780)  was  sold  at  the  Lempertz  Gallery,  Co- 
logne, November  18-20,  1965  (no.  1523,  illus.),  with 
two  Casanova  subjects,  all  three  pieces  having  the  same 
borders. 

Furniture  coverings  for  a  sofa,  eight  armchairs,  and  a 
screen  were  also  designed  by  Le  Prince  and  woven  several 
times  between  1770  and  1780. 30  Six  armchairs  with  this 
upholstery  on  the  backs  are  in  the  Petit  Palais,  Paris,31  and 
two  panels  were  lent  by  Guerault  to  an  exhibition  at  the 
Victoria  and  Albert  Museum  in  192 1.32  A  sofa  and  five 
armchairs  are  in  the  Virginia  Museum  of  Fine  Arts,  Rich- 
mond,33 and  a  sofa  was  in  the  Akram  Ojjeh  (Wildenstein) 
sale,  Sotheby  Parke  Bernet  Monaco,  June  25,  26,  1979 
(no.  70,  illus.). 

The  Repast  was  also  woven  in  the  nineteenth  century. 
An  example  owned  by  the  Vigo-Sternberg  Galleries,  Lon- 
don, in  1972,  shows  the  scene  from  the  standing  girl  to  the 
bald  man  and  is  inscribed  "d'ap.  Leprince." 


HISTORY 

The  tapestry,  delivered  to  the  Affaires  Etrangeres  in  1772  with 
the  rest  of  the  second  set,34  may  have  remained  in  storage 
until  the  French  Revolution,  at  which  time  it  can  be  supposed 
to  have  lost  the  royal  coat  of  arms  in  the  upper  border. 

Probably  in  the  Voisin  sale,  Angers,  July  27,  1863  (no.  196), 
when  it  was  bought  by  the  dealer  Vail. 

Acquired  by  the  fourth  marquess  of  Hertford  before  1865. 

Inherited  by  Sir  Richard  Wallace,  1870;  by  Lady  Wallace, 
1890;  by  Sir  John  Murray  Scott,  1897;  by  Victoria,  Lady 


Sackville,  19 12.  Sold  by  her  to  the  dealer  Jacques  Seligmann, 
Paris,  19 14. 

Acquired  by  Oliver  G.  Jennings,  New  York,  from  French  & 
Co.,  1920. 

Given  to  the  MMA  by  Mary  Brewster  Jennings,  1948,  in  mem- 
ory of  her  husband,  Oliver  G.  Jennings. 

EXHIBITION 

Paris,  Union  Centrale  des  Beaux-Arts  appliques  a  l'Industrie, 
1865.  Musee  retrospectif.  Catalogue,  Paris,  1867,  no.  5751. 
Lent  by  Lord  Hertford. 

PUBLICATIONS 

Jacquemart,  Albert.  Histoire  du  Mobilier.  Paris,  1876,  pp.  167, 
168.  Described,  as  owned  by  Sir  Richard  Wallace. 

Badin.  Beauvais,  pp.  63,  85.  List  of  weavings,  including  sets 
made  for  the  king  in  177 1  and  1772,  and  six  pieces  sent  to  the 
Affaires  Etrangeres  in  1772. 

Morris,  A.  F.  "Sir  John  Murray  Scott's  Collection  in  the  Rue 
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83  The  Swing,  the  Harvest,  and  Cherry  Picking 

From  a  set  of  the  Pastorals  with  Blue  Draperies 


French  (Beauvais);  designed  about  1780  by  Jean  Baptiste  Huet 
(1745-1811),  and  woven  between  1782  and  1790  under 
the  direction  of  de  Menou  (fl.  1780-179 3). 

Wool  and  silk. 

11  ft.  8  in.  x  19  ft.  3  in.  (3.56  mx  5.87  m). 
21  warps  per  inch,  8  per  centimeter. 
Gift  of  Mrs.  Byron  C.  Foy,  1953  (53.211). 


DESCRIPTION 

The  tapestry  is  divided  into  three  scenes  by  four  pale 
yellow,  brown,  and  gray  palm  trees.  On  the  left,  a  boy  in  a 
white  shirt,  gray-lined  pink  coat,  pale  yellow-blue  waist- 
coat, red  breeches  with  blue  ribbons  at  the  knee,  pale  gray 
stockings,  and  pale  brown  shoes  sits  on  a  swing  that  has 
blue  ribbons  on  pale  yellow  ropes.  A  rope  attached  to  the 
seat  of  the  swing  is  held  by  a  girl  in  a  gray  hat  with  blue 
ribbons,  pale  yellow-gray  blouse  and  apron,  and  a  blue 
stomacher  and  skirt.  At  her  feet  sits  a  small  boy  in  a  white 
shirt,  pink  waistcoat,  blue  breeches,  and  brown  stockings 
and  shoes,  holding  a  pale  brown  lamb  on  a  blue  ribbon. 
On  the  left  sits  a  girl  with  a  blue  ribbon  in  her  hair,  wear- 
ing a  dull  yellow-gray  blouse,  pink  stomacher  with  a  rose, 
red  petticoat,  blue  skirt,  pale  gray  and  blue  shoes.  At  her 
side  is  her  pale  brown  hat,  with  blue  ribbons,  filled  with 
pink  flowers.  A  brown  and  white  dog  puts  its  forepaws  on 
her  lap.  Farther  to  the  left  are  two  sheep  in  shades  of 
brown.  A  mass  of  green,  brown,  and  dull  yellow  foliage  is 
seen  above  them,  from  which  rise  two  trees  in  the  same 
colors,  one  a  pollarded  willow.  Some  buildings  and  trees 
are  dimly  seen  in  the  distance. 

In  the  center  is  a  running  girl  in  a  pale  gray-yellow  hat 
and  scarf,  yellow  sleeves,  red  dress,  and  blue  shoes;  she 
holds  a  pale  gray  lamb  in  her  white  apron  with  her  left 
arm.  Behind  her  is  a  boy,  holding  an  houlette,  and  wearing 
a  gray  shirt,  blue  coat,  pink  breeches,  gray  stockings,  and 
yellow  shoes.  Three  brown  and  gray  sheep  are  seen  on  the 
other  side  of  the  girl.  On  the  left,  at  the  foot  of  the  palm 
tree,  is  a  sprawling  child  in  a  white  shirt,  pink  jacket,  and 
blue  breeches;  he  holds  a  pale  brown  goat  by  a  pink  ribbon. 
A  darker  brown  goat  lies  in  front.  A  gray  hat  and  stick  are 
seen  among  some  leaves  and  flowers  near  the  child's  feet 


and  a  brown  and  white  dog  stands  below  the  central 
couple.  Two  sheep  in  shades  of  brown  lie  at  the  foot  of  the 
palm  tree  on  the  right.  Behind  the  central  couple  is  a  field 
of  grain  in  pale  yellow,  with  scattered  blue  and  red  flow- 
ers. A  woman  in  blue  and  pale  gray,  her  hat  slung  behind 
her,  is  reaping  with  a  blue  sickle.  A  dull  blue  stream  is  seen 
behind  the  goats,  with  a  wooden  structure  in  it,  and  gray 
hillocks  rising  on  the  far  side.  A  tree  in  the  center  is  in 
shades  of  green,  pale  yellow,  brown,  and  gray.  Behind  the 
cornfield  is  a  water  mill  and  trees,  all  in  pale  yellow-gray. 

The  right  scene  shows  a  boy  in  a  blue  coat,  dull  yellow 
waistcoat,  pink  breeches,  and  gray  stockings  and  shoes, 
standing  on  a  ladder.  He  holds  out  red  cherries  to  two  girls 
below.  The  one  on  the  left  has  a  white  blouse,  blue  petti- 
coat, and  red  skirt,  and  holds  out  her  white,  cherry-filled 
apron.  The  other  has  a  striped  blue  and  pink  bodice  and 
petticoat  and  blue  shoes;  she  raises  a  dull  yellow  basket 
with  cherries  in  it.  At  the  foot  of  the  pale  gray,  yellow,  and 
brown  cherry  tree,  well  laden  with  red  fruit,  stands  a  small 
boy  in  a  gray  shirt,  red  coat,  and  blue  trousers;  he  holds 
cherries  in  both  hands.  At  his  feet  are  three  brown  and 
pale  gray  hens,  with  red  combs.  Some  cherries  lie  on  the 
ground.  A  small  gray  bird  flies  away  with  cherries  to  the 
left  of  the  tree. 

At  the  top  of  each  of  the  two  central  palm  trees  is  a 
pheasant,  the  one  on  the  left  with  a  blue  neck,  the  other 
with  a  red  breast.  An  intense  blue  drapery  with  a  dark 
yellow  fringe  and  tassels  is  looped  from  tree  to  tree,  with 
an  intertwined  garland  of  leaves  and  flowers,  chiefly  pink, 
red,  white,  and  dull  pale  yellow.  At  the  foot  of  each  tree 
are  tall  flowering  stems,  mostly  hollyhocks,  in  the  same 
colors,  with  browns  and  some  dark  green.  The  background 
is  a  nearly  uniform  pale  yellow-gray,  the  foreground  is  in 
tones  of  brown,  dark  green,  and  gray.  There  is  no  border. 


CONDITION 

A  yellowish  tone  pervades,  leaving  the  blue  draperies 
and  a  few  reds  and  blues  in  the  costumes  as  the  only 
conspicuous  colors.  Some  lighter  tones,  such  as  a  pale  blue 
in  the  sky,  can  be  assumed  to  have  faded. 
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SUBJECT 

The  series  is  recorded  as  entitled  Pastorals  with  Blue 
Draperies  and  Arabesques  {Pastorales  a  draperies  bleues 
et  arabesques) ,  the  "arabesques"  being  presumably  the 
somewhat  fantastic  palm  trees  and  garlands.  Seven  titles 
of  the  pastorals  are  given:  Fishings  the  Offering  to  Cupid 
{UOffrande  a  V Amour),  the  Swing,  the  Harvest \  the  Farm 
or  the  Parmer's  Wife,  the  Maypole,  and  the  Couple  Danc- 
ing {La  Danse  a  deux).  Three  other  panels  are  described 
merely  as  Arabesques  avec  animaux.  The  subject  of  the 
third  section  of  83  appears  only  as  that  of  a  screen,  Cherry 
Picking  {ha  Cueillette  des  cerises),  sometimes  woven  to 
accompany  sets  of  the  wall  hangings.  Another  subject  fre- 
quently found,  Birdy$-Nesting  {Le  Denicheur),  may  be  the 
painting  in  the  list  of  modeles  by  Huet  existing  in  1 820  as 
La  Chasse  aux  oiseaux.1  Kite  Flying  was  in  a  set  of  four 


fig.  64.  The  Swing,  by  Jean  Baptiste  Huet.  Drawing.  Musee  Grobet- 
Labadie,  Marseille. 
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pieces  sold  at  the  Galerie  Charpentier,  Paris,  December  5, 
6,  1957  (no.  122,  illus.);  the  figures  in  this  are  small  chil- 
dren, a  boy  flying  the  kite,  with  a  little  girl  and  boy  seated 
nearby.2  Almost  all  the  scenes  include  animals,  Huet's 
specialty. 

The  set  of  six  small  pieces  in  the  Sous-prefecture,  Pon- 
toise,  includes  two  other  subjects,  described  as  "une  jeune 
femme  agenouillee  devant  la  statue  de  l'Amour"  (this  is 
not  the  Offering  to  Cupid,  which  shows  three  women 
winding  a  wreath  around  the  base  of  the  statue)  and  "un 
jeune  garfon  offrant  un  oiseau  a  une  jeune  fille."  These 
two  subjects  are  seen  in  a  set  of  four  entrefenetres  of  this 
series  that  were  in  the  Demachy  sale,  Galerie  Georges 
Petit,  Paris,  May  24,  19 12  (no.  102,  all  illus.);  the  other 
two  show  a  girl  watching  a  pair  of  doves  and  a  boy  re- 
moving a  scarf  from  a  sleeping  girl.  A  set  of  six  pieces  in 
the  Mobilier  National  includes  representations  of  Paint- 
ing and  Sculpture  that  are  said  to  be  from  the  Arts  and 
Sciences  series  after  Jean  Jacques  Lagrenee,  first  woven  in 
1788.3 

SOURCE  OF  THE  DESIGN 

Huet's  cartoons  were  available  for  the  first  weaving  of 
the  series  in  1780,  but  there  may  have  been  only  six  of 
them,  with  designs  for  furniture  covers;  they  are  included 
in  the  list  of  paintings  "remis  a  la  Nation"  in  1794  as  "6 
tableaux  Pastorales  a  palmiers  et  tentures,  canapes,  can- 
tonnieres,  fauteuils  et  bergeres  par  Huet."4  The  1820  list 
of  modeles  by  Huet  includes  two  with  draperies  rouges, 
three  with  draperies  bleues,  as  well  as  La  Balanqoire,  he 
Mai  (both  called  Pastorales),  La  Chasse  aux  oiseaux,  and 
two  encadrements,  palmiers,  fleurs  et  draperies  bleues.5 
There  is  no  indication  that  Cherry  Picking  was  among 
these  modeles.  The  composition  of  this  subject  is,  indeed, 
very  close  to  one  of  Boucher's,  known  from  a  painting  at 
Kenwood  and  a  sketch  in  a  private  collection  in  Paris;6  the 
boy  on  the  ladder  is  in  the  same  attitude  and  the  girl  below 
in  the  painting  (one  of  two  in  the  sketch)  is  exactly  like  the 
one  on  the  tapestry  who  holds  out  her  apron  to  catch 
cherries.  A  drawing  by  Huet,  dated  1782,  in  the  Musee 
Grobet-Labadie,  Marseille  (fig.  64),  has  been  said  to  be  a 
"premiere  idee  du  carton  pour  la  tapisserie  de  Beauvais" 
of  the  Swing-,  it  shows  a  girl  on  the  swing  and  another 
pushing  her,  a  young  man  with  a  dog  reclining  below,  and 


two  sheep  at  one  side.7  Some  of  the  figures  are  close  to 
their  counterparts  in  the  tapestry,  which  is  not  known  to 
have  been  woven  before  the  year  of  this  drawing.  A  small 
painting  in  the  Berthe  Fontana  sale,  Hotel  Drouot,  Paris, 
March  15, 1922  (no.  15,  illus.),  shows  the  exact  composi- 
tion of  the  Swing  in  reverse,  and  a  similar  painting  for 
Fishing,  signed  and  dated  1782,  was  sold  at  Drouot  Rive 
Gauche,  Paris,  June  23, 1978  (no.  58,  illus.). 

WEAVER  AND  DATE 

The  series  is  recorded  as  woven  between  1780  and 
1790,  when  de  Menou  was  director  of  the  manufactory. 
As  the  drawing  related  to  the  Swing  is  dated  1782,  83  was 
presumably  woven  after  that  date. 

RELATED  TAPESTRIES 

Four  pieces  of  the  series,  with  furniture  covers,  have 
been  published  as  woven  in  1780,  six  with  a  screen  in 
1782,  ten  in  1785,  six  and  two  screens  in  1789,  and  six  in 
1790,8  but  the  manufactory  records  indicate  other  weav- 
ings,  sometimes  under  such  titles  as  "piece  a  pay  sage  et 
effet  de  draperie,"  "dessin  arabesque,"  "genre  arabesque," 
or  "genre  arabesques  a  palmiers  et  draperies."  A  great 
deal  of  furniture  upholstery  is  also  listed.9  The  draperies  in 
extant  examples  are  sometimes  red  or  green.  Ten  pieces  in 
the  Tapestry  Drawing  Room  at  Inveraray  Castle,  owned 
by  the  duke  of  Argyll,  are  most  probably  the  set  woven  in 
1785.  It  consists  of  the  seven  subjects  and  three  narrow 
panels,  presumably  the  Arabesques  avec  animaux,  though 
two  of  them  include  figures.10  All  have  a  band  of  leaves 
and  flowers  rising  from  outside  the  feet  of  the  palm  trees 
and  continuing  across  the  top  of  each  panel;  the  space 
between  these  bands  and  the  edges  of  the  tapestries  is 
green.  The  Harvest,  Offering  to  Cupid,  and  the  Maypole 
are  wide  panels,  the  Swing,  Couple  Dancing,  Fishing,  and 
the  Farm  are  uprights.  The  garlands  that  intertwine  with 
the  blue  draperies  also  twist  around  the  trunks  of  the  palm 
trees. 

A  closely  related  series  with  the  same  figure  composi- 
tions and  palm  trees,  but  no  draperies,  was  apparently 
woven  more  often  than  the  Pastorals  with  Blue  Draperies. 

Except  for  83,  all  the  published  examples  of  the  series 
show  one  or  two  subjects  only,  though  a  set  of  three  pieces 
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is  described  as  including  the  Offering  to  Cupid ',  "avec 
raccords  de  la  Moisson  et  de  la  Ferme."11  The  Swing  was 
included  in  the  weavings  of  1782, 1785, 1789,  and  1790, 
and  is  found  in  the  Inveraray,  Pontoise,  and  Mobilier  Na- 
tional sets.  It  was  one  of  a  set  of  four  in  the  George  A. 
Cooper  collection,  London,  in  1903. 12  But  the  Inveraray 
piece,  one  in  the  Louvre,  and  that  in  the  Mobilier  National 
have  another  version  of  the  composition,  with  a  boy 
swinging  a  girl  and  the  seated  woman  with  a  dog  on  the 
right,  accompanied  by  a  young  man;  all  have  the  outer 
band  of  foliage  around  three  sides  and  garlands  twined 
around  the  palm  trees. 13  Another  example  of  this  type  was 
sold  at  Christie's,  November  26, 27, 19 19  (no.  i93,illus.); 
it  has  a  monkey  on  each  palm  tree. 

In  the  series  without  draperies,  the  Swing  is  found  fre- 
quently. In  the  set  of  four  small  pieces  in  the  gift  of  Edward 
Tuck  to  the  Petit  Palais,  Paris,  the  seat  of  the  swing  is  on  a 
level  with  the  girl's  shoulder  and  the  two  sheep  on  the  left 
are  omitted;14  a  similar  piece  was  sold  at  Christie's,  April 
12,  1973  (no.  86,  illus.).  An  example  that  was  in  the  M. 
Rikoff  sale,  Galerie  Georges  Petit,  Paris,  December  4—7, 
1907  (no.  345,  illus.),  with  three  other  pieces,  all  of  which 
were  sold  again  at  the  Galerie  Charpentier,  Paris,  March 
20,  1953  (no.  126c),  has  the  swing  in  the  same  position, 
but  hung  from  two  short  trees;  a  dog  and  a  hat  replace  the 
sheep  on  the  left,  two  doves  and  a  huge  iris  are  seen  to  the 
right  of  the  boy  with  a  lamb,  and  a  trophy  of  musical 
instruments  hangs  from  the  palm  branches  in  the  upper 
center.  An  example  in  a  set  of  four  pieces  sold  at  the  Palais 
Galliera,  Paris,  March  25,  1969  (no.  166  B,  illus.),  De- 
cember 10,  1971  (Louis  Guiraud  sale,  no.  127  B,  illus.), 
and  November  24, 1976  (supplement  no.  Dc,  illus.),  is  like 
the  Tuck  piece,  except  that  there  are  vases  of  flowers  in  the 
upper  corners  and  wreaths  halfway  up  the  trunks  of  the 
palm  trees;  these  features  are  also  found  in  the  Swing  and 
its  three  companion  pieces  in  the  Norton  Simon  sale, 
Parke-Bernet,  New  York,  May  7,  8,  1971  (no.  231  A, 
illus.),  but  here  there  are  a  hen  and  chickens  on  the  left  and 
two  doves  on  the  right.15  The  example  that  was  in  the 
Galerie  Charpentier  sale,  December  5,  6,  1957  (no.  122, 
illus.),  may  have  been  that  owned  by  George  F.  Baker  in 
1925;  it  is  unusually  narrow.  A  piece  with  a  bird  above 
each  palm  tree  was  sold  at  Sotheby  Parke  Bernet,  New 
York,  March  23,  24,  1973  (no-  23ij  illus.;  called  Aubus- 
son,  early  nineteenth  century),  and  a  wide  example,  at 


Christie's,  December  11,  1969  (no.  164).  The  Swing  in  a 
set  of  three  pieces  with  no  palm  trees  that  belonged  to  the 
earl  of  Iveagh  at  Elveden  Hall  was  sold  by  Christie's  at  the 
house,  May  22, 1984  (no.  1760,  illus.),  called  eighteenth- 
century  Aubusson. 

The  Harvest  was  included  in  the  weavings  of  1785, 
1789,  and  1790,  and  is  found  in  the  Inveraray  and  Mobilier 
National  sets;  the  latter  shows  a  kid  instead  of  the  two 
goats  on  the  left  and  adds  a  couple  embracing  in  the  corn- 
field and  a  goat  on  the  right.  An  example  from  the  series 
without  draperies  was  part  of  a  set  of  four  pieces  formerly 
owned  by  French  &  Co.;16  it  is  very  wide,  with  a  goat  and 
two  sheep  on  one  side  and  a  large  bird  on  a  tree  stump  on 
the  other.  It  is  apparently  identical  with  a  piece  in  the 
James  W.  Barney  sale,  Parke-Bernet,  May  8,  1948  (no. 
135,  illus.). 

Cherry  Picking  is  not  recorded  as  a  wall  hanging  in  this 
series,  though  the  subject  is  listed  as  that  of  a  screen  panel 
woven  in  1782,  1787,  1789,  1790,  1792,  and  1793.  A 
screen  sold  at  Sotheby's,  London,  June  5,  1964  (no.  115, 
illus.),  shows  the  design;  a  much  younger  boy  is  in  the  tree, 
with  no  ladder,  and  only  one  girl  is  sitting  below  with  a 
spread  apron  and  a  lamb  and  a  dog  at  her  side.  This  title  is 
given  to  wall  hangings  in  the  Pontoise  and  Mobilier  Na- 
tional sets,  but  the  subject  is  actually  the  Farm,  which 
includes  a  fruit-picking  scene  in  the  center.17  But  a  piece 
similar  to  the  Cherry  Picking  section  of  83  was  in  the 
Cooper  collection,18  and  one  with  this  title  was  sold 
at  Sotheby's,  November  13,  1959  (no.  nib);  the  blue 
draperies  are  mentioned  in  the  description.  The  set  of  four 
tapestries  looted  from  Baron  Edouard  de  Rothschild  in 
World  War  II  included  Cherry  Picking,  the  Swing,  Bird's- 
Nesting,  and  the  Maypole;  it  is  not  known  whether  these 
pieces  had  the  draperies  in  their  designs.19 

The  subject  is  found  frequently  in  the  series  without 
draperies.  The  Petit  Palais  example,  being  shorter,  shows 
the  boy  on  the  tree  only  slightly  above  the  girls.20  The 
Rikoff  example  also  shows  him  close  to  the  girls  and  has 
a  musical  trophy  dangling  from  the  top.  The  Guiraud  and 
Norton  Simon21  examples  have  the  same  composition 
without  the  trophy;  the  piece  in  the  Charpentier  1957 
sale,  which  omits  the  hen  on  the  far  right,  may  be  the  one 
owned  by  George  F.  Baker  in  1925.  The  example  in  the 
French  &c  Co.  set22  has  a  large  bird  at  the  top  of  each  palm 
tree,  as  has  one  sold  at  Sotheby  Parke  Bernet,  New  York, 
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March  23,  24,  1973  (no.  231,  called  Aubusson,  early 
nineteenth  century).  A  piece  showing  this  subject  (re- 
versed) combined  with  Bird's-Nesting  was  sold  at  the 
Palais  Galliera,  Paris,  March  14,  1964  (no.  119,  illus.; 
called  Aubusson).  An  example  with  a  boy  holding  a  bird 
standing  to  the  right  of  the  tree  was  in  the  Anna  Thomson 
Dodge  sale,  Christie's,  London,  June  24,  1971  (no.  136, 
illus.).  A  small  coarse  version  with  only  one  girl,  without 
the  small  boy,  and  with  a  laden  donkey  between  the  tree 
and  the  girl  was  sold  at  Sotheby's,  London,  February  11, 
1983  (no.  3,  illus.),  when  it  was  called  late  nineteenth- 
century  Aubusson. 

Fishing  is  found  at  Inveraray  and,  with  the  Couple 
Dancing,  in  the  Petit  Palais;  the  latter  has  de  Menou's 
initials.23  The  Offering  to  Cupid  is  at  Inveraray,  Pontoise, 
and  in  the  Mobilier  National.24  The  Farm  is  at  Inveraray 
and  in  the  Mobilier  National.25  The  Maypole  is  at  Inve- 
raray and  Pontoise;  the  same  composition  without  the 
draperies  is  in  the  Petit  Palais26  and  has  appeared  in  a 
number  of  sales.  The  Couple  Dancing  is  at  Inveraray,  in 
the  Louvre,27  the  Petit  Palais,28  and  the  Musee  Departe- 
mental  de  l'Oise,  Beauvais.  Bird's-Nesting  is  at  Pontoise; 
the  same  composition  without  the  draperies  is  in  the  Petit 
Palais29  and  has  appeared  in  several  sales. 

The  palm  trees  and  hollyhocks  were  also  used  to  frame 
groups  of  birds  and  animals  probably  symbolizing  the 
four  elements.  A  set  of  these  panels  was  sold  at  Sotheby's, 
June  5, 1964  (no.  19,  Water  illus.);  the  designs  are  related 
to  watercolors  by  Huet  in  the  Mobilier  National.30  The 
trees  and  flowers  are  also  found  on  sets  with  playing  chil- 
dren, probably  representing  the  seasons.31 

A  settee  and  ten  armchairs  with  upholstery  made  en 
suite  with  the  Blue  Draperies  series  was  in  the  Mrs. 
George  Rasmussen  sale,  Christie's,  London,  February  24, 
1938  (no.  24,  settee  and  two  chairs  illus.),  and  many  other 
examples  of  such  furniture  upholstery  are  known. 

The  series  was  imitated  at  Aubusson.32  A  set  in  the 
Nissim  de  Camondo  Museum,  Paris,  shows  the  palm  trees 
with  encircling  wreaths,  hollyhocks  at  their  feet,  and 
either  baskets  or  striding  birds  at  their  tops,  used  to  frame 
Fables  after  Oudry.  It  is  described  as  Aubusson,  about 
1780,33  but  may  well  have  been  made  at  Beauvais.  An 
example  without  draperies  sold  at  Sotheby's,  London, 
March  3, 1978  (no.  8,  illus.),  was  described  as  Aubusson, 
mid-nineteenth  century. 


HISTORY 

Sale,  heirs  of  M.  and  Mme  de  B  . . . ,  Hotel  Drouot,  Paris,  June 
23, 1919,  no.  52,  illus.  Sold  to  M.  Tournes  (perhaps  Fournes, 
a  dealer).  A  manuscript  note  in  a  copy  of  the  catalogue  in  the 
MMA  library  states  that  the  tapestry  had  been  sold  twenty 
years  before  to  M.  Samary,  Hotel  Crillon,  and  resold  by  him 
at  a  sale  on  June  23  [year  illegible]. 

Owned  by  P.  W.  French  &  Co.,  New  York,  1928. 

Given  to  the  MMA  by  Mrs.  Byron  C.  Foy  (Thelma  Chrysler 
Foy),  1953. 
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Gobel.  Wandteppiche  II,  vol.  1,  p.  230;  vol.  2,  pi.  248.  As 

owned  by  P.  W.  French  &  Co. 
Thomson,  W.  G.  A  History  of  Tapestry,  London,  1930,  p.  462, 

pi.  facing  p.  462.  As  owned  by  P.  W.  French  &  Co.  Repeated 

in  3rd  ed.  (1973)  p.  462,  illus.  p.  463. 
MMA  Annual  Report  1953- June  19s 4-  In  MMA  Bulletin,  n.s. 

13  (1954-55)  p.  24.  Included  in  list  of  gifts  for  1953. 
Remington,  Preston.  "The  Galleries  of  European  Decorative 

Art  and  Period  Rooms."  MMA  Bulletin,  n.s.  13  (1954-55)  p. 

68, 96,  illus. 

Spina  Barelli,  Emma.  L'Arazzo  in  Europa.  Novara,  1963,  pi. 
44.  As  owned  by  French  &  Co. 

NOTES 

1.  Badin,  Beauvais,  pp.  38,  39,  64,  65, 73, 74, 107. 

2.  The  subjects  are  those  of  the  set  that  belonged  to  George  F.  Baker  in 
1925  (Hunter,  Practical  Book  of  Tapestries,  p.  176).  There  are  no 
draperies  and  all  four  pieces  are  very  narrow. 

3.  J.  J.  Marquet  de  Vasselot,  "Les  tapisseries  franchises  du  Segerhof," 
Jahresberichte  und  Rechnungen,  Historisches  Museum,  Basel, 
1925,  p.  39;  Gobel,  Wandteppiche  II,  vol.  1,  p.  231. 

4.  Badin,  Beauvais,  p.  91. 

5.  Badin,  Beauvais,  p.  107. 

6.  "Les  esquisses  peintes  au  XVIIIe  siecle  sont  aujourd'hui  des  ta- 
bleaux qu'on  admire,"  Connaissance  des  Arts,  no.  59  (January 
I957)  PP-  28,  29,  both  illus.  The  sketch  is  closely  followed  in  a 
painting  by  Pierre  Antoine  Baudouin  owned  by  Rosenberg  and 
Stiebel,  New  York,  in  1973,  and  a  print  after  this  by  N.  Ponce  (Ella 
Snoep-Reitsma,  "Chardin  and  the  Bourgeois  Ideals  of  His  Time," 
Nederlands  Kurtsthistoriscb  Jaarboek  24  [1973]  p.  215,  fig.  71). 

7.  J.  A.  Gibert  and  Paul  Gonzales,  he  Musee  Grobet-Labadie  a 
Marseille  (Paris,  1930)  p.  38,  illus. 

8.  Badin,  Beauvais,  p.  65. 

9.  Ajalbert  extracts,  see  79,  note  8. 

10.  The  tapestries  were  being  hung  in  1787,  when  they  were  described 
as  "a  most  delicious  new  tapestry"  (Ian  Lindsay  and  Mary  Cosh, 
Inveraray  and  the  Dukes  of  Argyll  [Edinburgh,  1973]  p.  383,  n. 
66);  Christopher  Gotch,  "Inveraray  Castle,  Argyllshire:  The  Seat 
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of  the  Duke  of  Argyll,"  Country  Life  113  (June  25, 1953)  p.  2061, 
fig.  3;  Helena  Hayward,  "Ordered  from  Berkeley  Square:  Inve- 
raray and  the  Furniture  of  John  Linnell,"  Country  Life  157  (June 
5, 1975)  p.  i486,  fig.  4.  The  tapestries  were  damaged  by  water  but 
not  destroyed  in  the  fire  of  November  1975  (John  Cornforth,  "The 
Plight  of  Inveraray  Castle,"  Country  Life  160  [October  7, 1976]  p. 
962;  John  Cornforth,  "Inveraray  Castle,  Argyll — I:  The  Seat  of  the 
Duke  of  Argyll,"  Country  Life  163  [June  8, 1978]  p.  1621,  fig.  7). 

1.  Ajalbert  extracts.  A  Maypole  combined  with  a  Wolf  Hunt  is  listed 
as  lent  by  Jacques  Seligmann  to  the  Detroit  Institute  of  Arts  in  1930 
(European  Tapestries  of  the  Eighteenth  Century,  exh.  cat.,  no.  6). 

2.  Francis  Bennett-Goldney,  Some  Works  of  Art  in  the  Possession  of 
George  A.  Cooper,  at  26  Grosvenor  Square  (London,  1903)  pp. 
9-12,  no.  4;  said  to  be  from  the  Baron  Hirsch  collection. 

3.  Francis  Salet,  La  Tapisserie  franqaise  (Paris,  1946)  pi.  93.  The  girl 
on  the  swing  and  the  boy  pulling  the  rope  is  the  usual  arrangement 
for  this  subject  (Hans  Wentzel,  "Jean-Honore  Fragonards  'Schau- 
kel':  Bemerkungen  zur  Ikonographie  der  Schaukel  in  der  bildenden 
Kunst,"  Wallraf-Richartz-Jahrbuch  26  [1964]  pp.  187-218). 

4.  Arsene  Alexandre,  "Les  Harmonies  de  la  donation  Edward  Tuck," 
La  Renaissance  14(1931^. 30,  illus. 

5.  This  is  not  the  set  that  was  in  the  Hollingworth-Magniac  sale, 
Christie's,  July  2-15, 1 892,  nos.  1067-70,  in  which  Bird's-Nesting 
was  only  4  ft.  3  in.  wide  instead  of  the  7  ft.  4  in.  of  the  Norton 
Simon  example.  The  Magniac  set  was  attributed  to  Aubusson  and 
also  includes  the  Maypole,  Swing,  and  Cherry  Picking;  the  first  has 
a  musical  trophy.  The  Norton  Simon  set  was  exhibited  by  the 
Lugano  dealer  Adriano  Ribolzi  at  the  ya  Biennale:  Mostra  Mercato 
Internazionale  delV Antiquariato,  Palazzo  Strozzi,  Florence,  1971 
(cat.  pp.  595—98,  illus.),  and  was  still  owned  by  him  in  1972. 

6.  Pour  Beauvais  Tapestries  after  Jean  Baptiste  Huet,  French  &  Co. 
advertising  brochure,  monograph  no.  106  (New  York,  1929)  all 
pieces  illus.  The  others  are  Bird's-Nesting,  Cherry  Picking,  and  the 
Maypole. 


17.  An  Aubusson  copy  of  the  Farm  in  the  Segerhof,  Basel,  known  to 
have  been  bought  from  the  weaver  Grellet  in  179 1,  has  been  called 
the  Cueillette  des  cerises  (de  Vasselot,  "Segerhof,"  fig.  16;  fig.  17  is 
a  Beauvais  example  of  the  Farm,  probably  that  in  the  Mobilier 
National). 

18.  Bennett-Goldney,  Some  Works  of  Art,  no.  1. 

19.  Commandement  en  chef  frangais  en  Allemagne,  Repertoire  des 
biens  spolies  en  France  durantla  Guerre  1939— 194s,  vol.  2  (Berlin, 

1947)  p.  354,  nos.  124-27,  36.060. 

20.  Alexandre,  "Donation  Edward  Tuck,"  p.  11,  illus. 

21.  Hunter,  Practical  Book  of  Tapestries,  pi.  xi,fa  (owned  by  Duveen 
Brothers). 

22.  New  York  Times,  April  1, 1957,  p.  28,  illus.  on  wall  of  gallery. 

23.  Juliette  Niclausse,  Tapisseries  et  tapis  de  la  Ville  de  Paris  (Paris, 

1948)  no.  70,  pi.  30. 

24.  Badin,  Beauvais,  pi.  facing  p.  92. 

25.  Ed.  Guichard  and  Alfred  Darcel,  Les  Tapisseries  decor atives  du 
Garde-Meuble  (Paris,  [1905?])  pi.  86;  Gobel,  Wandteppiche  II, 
vol.  2,  pi.  247  (apparently  the  same  tapestry,  but  said  to  be  in  a 
French  private  collection). 

26.  Alexandre,  "Donation  Edward  Tuck,"  p.  3 1,  illus. 

27.  Salet,  Tapisserie  franqaise,  pi.  93. 

28.  Alexandre,  "Donation  Edward  Tuck,"  p.  29,  illus. 

29.  Alexandre,  "Donation  Edward  Tuck,"  p.  1 1,  on  wall  of  room. 

30.  Madeleine  Jarry,  "Esquisses  et  maquettes  de  tapisseries  du  XVIIIe 
siecle  pour  les  Manufactures  Royales  (Gobelins  et  Beauvais),"  Ga- 
zette des  Beaux-Arts,  6th  ser.,  73  (1969)  p.  118. 

31.  Christopher  Hussey,  "Weston  Park,  Staffordshire — II:  The  Home 
of  the  Earl  of  Bradford,"  Country  Life  98  (November  16, 1945)  p. 
864,  fig.  2  (two  pieces  seen  on  wall  of  room). 

32.  Four  Aubusson  pieces  are  in  the  Museum  of  Fine  Arts,  Boston 
(Adolph  S.  Cavallo,  Tapestries  of  Europe  and  of  Colonial  Peru  in 
the  Museum  of  Fine  Arts,  Boston  [Boston,  1967]  vol.  1,  p.  180). 

33.  MuseeNissim  de  Camondo  (Paris,  1966)  p.  31,  no.  114. 
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84  Upholstery  for  a  bed 


IT:.  .. 


Li: 


a  Back  panel 
b  Coverlet 
c  Valance  panel 
d  Canopy  lining 
e  Headboard  cover 


French  (Beauvais),  about  1780—90. 
Silk  and  wool. 

84a  8  ft.  3 72  in.  x  6  ft.  (2.53  mx  1.83  m); 
84b  7  ft.  1  in.  x  5  ft.  5  in.  (2.16 mx  1.65  m); 
84c  1  ft.  7  in.  x  5  ft.  10  in.  (48  cm  x  1.78  m); 
84d  7  ft.  3  in.  x  6  ft.  (2.21  m  x  1.83  m); 
84c  3  ft.  2  in.  x  5  ft.  3  in.  (97  cm  x  1.6  m). 
20—25  warps  per  inch,  8— 11  per  centimeter. 
Gift  of  Kingdon  Gould,  in  memory  of  his  mother,  Edith 
Kingdon Gould,  1923  (23.23 5b— f). 


DESCRIPTION 

As  at  present  mounted  on  a  Louis  XVI  bed  (acc.  no. 
23.235a),  the  eighteenth-century  panel  of  the  valance 
(84c)  is  seen  in  front;  the  corresponding  panels  at  the  sides 
are  nineteenth-century  copies.  The  valance  panel  is  not 
from  the  same  set  as  84a,  b,  d,  and  e.  The  sides  of  the 
coverlet  (84b)  are  nineteenth-century  additions  woven  to 
match  the  trellis-patterned  background  of  84b.  The  plain 
yellow  silk  curtains  are  twentieth-century  additions. 

The  ground  of  the  back  panel  (84a),  entirely  in  silk,  is 
pale  yellow.  A  dull  yellow,  brown,  and  red-brown  urn  in 
the  upper  center  is  filled  with  red,  yellow,  blue,  white,  and 
pink  roses,  tulips,  lilac,  and  other  flowers.  From  it  rise  two 
yellow  scrolls  which  curve  to  the  left  and  right,  each  sup- 
porting two  yellow  rings  on  blue  ribbons.  A  double  gar- 
land of  red,  yellow,  and  white  flowers  rises  above  the 
junction  of  the  scrolls  and  there  is  a  spray  of  pink  honey- 
suckle on  the  right  and  of  blue  flowers  on  the  left.  A  flying 
bird  is  seen  outside  each  blue  ribbon,  and  two  more  perch 
on  a  yellow  and  brown  rod  below  the  urn.  Below  this  is  an 
oval  medallion  with  a  frame  in  green,  brown,  and  pale 
yellow;  the  center  is  pale  pink  and  brown,  with  a  cock.  A 
garland  of  flowers  in  shades  of  red,  yellow,  white,  blue, 
pink,  and  lavender  lies  over  the  top  of  the  medallion,  from 
either  side  of  which  spring  scrolls  in  pink,  yellow,  and 


brown.  The  garland  is  caught  up  by  these  on  either  side;  a 
branch  of  pink  lilac  rises  above  it  and  the  scroll  on  the  left 
and  one  of  pink  and  red  roses  on  the  right.  Below  the 
medallion  is  a  curved  ornament  in  pink,  red,  brown,  and 
yellow,  from  which  falls  a  garland  of  blue  and  white  flow- 
ers. Strings  of  yellow  and  brown  olive  leaves  extend  from 
the  ornament  across  the  base  and  up  both  sides  of  the 
tapestry,  which  is  bordered  vertically  by  a  narrow  brown 
band  and  a  wider  yellow  band.  A  dark  blue  guard  has  been 
turned  under  or  partly  removed  on  both  sides.  Wool  is 
very  scantily  used,  chiefly  for  dark  reds. 

The  silk  ground  of  the  coverlet  (84b)  is  pale  yellow  with 
a  lattice  pattern,  now  scarcely  visible.  In  the  center  is  a 
bunch  of  red,  pink,  lavender,  and  blue  flowers,  with  pale 
brown  stalks,  tied  with  a  blue  bow.  It  is  encircled  by  an 
oval  wreath  of  flowers  in  the  same  colors  with  dark  green, 
blue-green,  and  pale  brown  leaves.  Outside  this  is  a  larger 
oval  of  dull  brown  and  pale  yellow  fronds,  with  a  blue 
bow  on  each  of  the  four  sides.  From  these  bows  rise  sprays 
of  pink  and  white  roses  with  green  and  pale  brown  leaves. 
Swags  of  red  and  pink  roses  also  fall  from  the  blue  bows 
and  are  twisted  over  the  fronds.  A  band  of  dull  pale  yellow 
and  brown  olive  leaves  rises  from  red  bows  at  each  corner 
of  the  coverlet.  Bunches  of  red,  blue,  yellow,  and  pink 
flowers,  with  dark  green  and  pale  brown  leaves,  are  held 
by  the  red  bows;  one  pair  has  a  large  open  poppy  in  the 
center,  the  other  consists  chiefly  of  roses.  Framing  the 
whole  is  a  guilloche  pattern  in  yellow  and  brown,  shaded 
in  dark  blue. 

On  the  valance  panel  (84c)  three  swags  of  flowers  in 
shades  of  red,  pink,  lavender,  and  blue  hang  on  yellow- 
brown  ropes  over  simulated  draperies  in  blue-green,  gray, 
brown,  red,  blue,  and  tan.  The  draperies  are  caught  up  in 
three  loops,  separated  by  large  yellow-brown  tassels,  and 
have  a  simulated  yellow-brown  fringe.  A  reddish  gray 
background  is  seen  behind  the  tassels.  The  pale  yellow  and 
brown  border  at  the  top  is  not  original. 

The  silk  ground  of  the  canopy  lining  (84d)  is  pale 
yellow-tan.  In  the  center  is  a  bunch  of  red,  pink,  blue,  and 
lavender  flowers  with  dull  green  and  brown  leaves.  A  sur- 
rounding oval  of  flowers  and  leaves  is  in  shades  of  red, 
yellow,  blue,  and  pale  brown.  A  band  of  yellow  and 
brown  laurel  leaves  encircles  the  panel;  from  it  fall  eight 
swags  of  flowers  in  the  same  colors  as  those  in  the  center 
and  eight  sprays,  four  of  blue  flowers  and  four  of  pink. 

On  the  headboard  cover  (84c),  a  pillar  of  pale  yellow 


poppies,  with  stalks,  leaves,  and  buds  in  dull  green,  blue, 
and  pale  brown,  rises  on  the  left;  one  of  yellow  roses  with 
pink  centers  and  pale  brown  and  yellow  leaves  is  seen  on 
the  right.  These  flowers  continue  horizontally  across  the 
top  of  the  panel,  meeting  in  the  center.  From  the  horizon- 
tal extension  fall  swags  and  sprays  of  leaves  and  flowers  in 
blue  and  pale  tones  of  yellow,  pink,  and  brown.  A  band  of 
yellow,  gray,  and  pale  brown  laurel  leaves  frames  the 
panel  on  three  sides  and  extends  below  the  base  in  narrow 
tapestry  bands  on  either  side.  The  ground  was  apparently 
originally  pink,  but  is  now  yellow-pink. 


If 


1.       1 ' 


84a 
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SUBJECT 

The  poppies  of  the  headboard  cover  (84c),  being  sleep 
inducing,  are  appropriate  and  can  be  compared  with  those 
appearing  in  the  carvings  of  the  bed  frame. 


84b 


CONDITION 

Back  panel  (84a):  The  background  is  badly  slit  in  many 
places. 

Coverlet  (84b):  The  ground  is  very  badly  worn  and 
repaired  all  over.  Areas  near  the  base  are  replacements. 
The  colors  are  much  faded,  except  for  the  reds. 

Valance  panel  (84c):  The  panel  has  been  cut  at  the  top. 
A  small  area  on  the  far  right  and  another  on  the  far  left  are 
replacements. 

Canopy  lining  (84d):  Some  colors  are  slightly  faded. 

Headboard  cover  (84c):  All  the  colors  except  the  blues 
are  considerably  faded. 


SOURCE  OF  THE  DESIGN 


The  spiral  forms  of  the  back  panel  are  close  to  the  prints 
of  Henri  Salembier  (c.  1753— 1820); 1  some  of  the  flowers, 
though  not  found  in  the  prints,  appear  on  a  painted  panel 
in  the  Pietro  Accorsi  collection,  Turin,  and  on  two  car- 
toons for  tapestry  sofa  backs.2 


MANUFACTURE  AND  DATE 

The  quality  of  the  weaving  indicates  Beauvais.  The  style 
of  all  the  pieces  except  84c  is  that  of  the  last  years  of  Louis 
XVI.  The  lit  en  dome  a  la  ducbesse  on  which  84  is 
mounted  was  made  by  Georges  Jacob  between  1780  and 
1790;  84d  and  e  are  presumably  part  of  the  original 
upholstery,  though  they  have  differently  colored  grounds. 
84c  is  earlier  in  style. 


RELATED  TAPESTRIES 

Wall  panels  in  the  same  style  are  in  a  private  collection 
with  upholstery  for  a  sofa  and  chair.3 


HISTORY 

Sold  for  the  twelfth  duke  of  Hamilton  at  Hamilton  Palace  by 
Christie's,  June  17— July  20,  1882,  no.  19 12,  illus.  (on  bed). 
This  number  is  described  as  a  Louis  XVI  bedstead,  "the  back 
stuffed  and  covered  with  a  panel  of  Gobelins  tapestry,  with 
lofty  canopy  lined  with  tapestry,  and  with  double  valences 
and  back  of  the  same,  with  garlands  and  wreaths  of  flowers 
and  foliage,  and  tapestry  bolster  covers."  The  illustration 
shows  the  bed  with  the  canopy  raised  higher  above  the 
ground,  so  that  the  lower  part  of  the  back  panel  is  visible. 
There  are  four  double  valances,  with  tapestry  panels  inside 
and  out,  and  what  are  apparently  long  narrow  tapestry  cur- 
tains, imitating  drapery,  at  the  back.  The  coverlet  is  plain 
satin;  there  are  no  bolster  covers  visible.  Bought  by  E.  Redley. 

Owned  by  Lowengard  Freres,  Paris,  1893—94. 

In  the  George  Gould  collection,  New  York. 

Given  to  the  MMA  by  Kingdon  Gould  in  memory  of  his 
mother,  Edith  Kingdon  Gould,  1923. 


566 


PUBLICATIONS 

De  Champeaux,  Alfred.  Fortefeuille  des  Arts  Decoratifs.  Vol.  6, 
Paris,  1893-94,  pi.  523.  Canopy  lining  (84c!)  called  Beauvais 
tapestry,  Louis  XVI  period,  owned  by  MM.  Lowengard 
Freres. 

MMA  Annual  Report  1923,  p.  18.  Mentioned. 

P.R.  [Preston  Remington],  "A  Louis  XVI  Bed."  MMA  Bulletin 

19  (1924)  pp.  6-8,  illus.  (on  bed).  84a,  b,  d,  and  e  said  to  be 

tapestry  of  about  1780. 
Feulner,  Adolf.  Kunstgeschichte  des  Mobels.  3rd  ed.,  Berlin, 

n.d.,  p.  681,  fig.  597.  On  bed  (without  coverlet),  as  owned  by 

George  Gould,  New  York. 
Remington,  Preston.  "The  Galleries  of  European  Decorative 

Art  and  Period  Rooms."  MMA  Bw/te,  n.s.  13  (1954-55^. 

67,  illus.  p.  74,  on  bed.  Called  Beauvais. 


Packer,  Charles.  Paris  Furniture  by  the  Master  Ebenistes,  New- 
port, England,  1956,  p.  60,  fig.  204  (on  bed).  Called  Aubus- 
son,  revealing  the  Van  Spaendonck  vogue. 

Verlet,  Pierre.  La  Maison  du  XVIIIe  siecle  en  France,  Fribourg, 
1966,  pp.  64,  144,  pi.  99  (on  bed).  Called  Beauvais.  Trans, 
and  ed.  by  George  Savage,  as  The  Eighteenth  Century  in 
France:  Society,  Decoration,  Furniture,  Rutland,  Vt.,  1967, 
pp.  60, 140,  pi.  99  (on  bed). 

NOTES 

1.  Style  Louis  XVI.  Ornements,  Fanneaux,  Frises,  Rinceaux,  etc.  par 
Salembier  (Armand  Guerinet,  Paris,  n.d.)  pis.  9-1 1, 14-23. 

2.  "Un  certain  style  Louis  XVI:  Salembier,"  Connaissance  des  Arts, 
no.  93  (November  1959)  pp.  66,  6j,  figs.  1-3. 

3.  "Un  certain  style,"  p.  69,  colorplate. 
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85  Upholstery  panels 


Back  and  seat  for  a  sofa,  representing  Commerce^  from  a  set  probably  of  two  sofas  and  twelve  armchairs 


French  (Beauvais);  designed  1786,  by  Jean  Jacques  Lagrenee, 
called  the  Younger  {173 9-1 821),  and  woven  between 
1787  and  1 79 1  during  the  directorship  of  de  Menou 
(fl.  1780-1793). 

Wool  and  silk. 

Back  2  ft.  4V2  in.  x  5  ft.  9V2  in.  (72  cm  x  1.77  m); 

seat  2  ft.  9  in.  x  6  ft.  6  in.  (84  cm  x  1.98  m). 

23—25  warps  per  inch,  9— 11  per  centimeter. 

Gift  of  Estate  of  James  Hazen  Hyde,  1959  (59. 20  8. 81  a,  b). 

DESCRIPTION 

On  the  sofa  back  (85a)  a  gray-bearded  man  in  a  white 
turban  and  robe  with  a  pale  yellow  and  brown  cloak,  pink 
and  brown  boots,  and  a  sword  at  his  right  side,  concludes 
a  sale  by  clasping  the  hand  of  a  man  in  pink  and  red,  sitting 
on  a  couch  or  armchair  with  fluted  legs.  Behind  the  stand- 
ing man  are  two  servants  in  pale  blue  and  dull  yellow,  one 
holding  a  dull  yellow-green  parasol.  In  front  of  them,  a 
stooping  man  in  blue  lifts  a  length  of  red  and  yellow  fabric 
from  a  pale  gray  and  yellow  chest;  a  piece  of  blue  and 
white  cloth  is  also  seen  in  the  chest  and  what  are  appar- 
ently maps  on  rollers  lean  against  it.  At  the  foot  of  the 
chest  is  a  yellow  and  brown  ewer,  filled  with  strings  of 


pearls.  Behind  the  group,  a  pale  gray  camel  with  dull  yel- 
low trappings  is  held  by  a  youth  with  a  blue  strap.  On  the 
left,  a  dull  yellow  and  pink  two-wheeled  primitive  sled, 
laden  with  bundles  in  dull  blue,  dark  green,  and  brown,  is 
pushed  by  a  man  in  blue  and  pulled  by  two  others  toward 
a  dull  pink  and  yellow  building.  The  foremost  man  is  in 
yellow  with  a  blue  cap,  the  other  in  white  and  red  with  an 
orange  cap. 

The  man  seated  on  the  right  holds  a  large  open  ledger  on 
a  pale  brown  lectern;  at  his  feet  are  piles  of  gray  and 
yellow  coins.  On  the  right,  a  young  man  in  purple  holds  a 
coil  of  blue  rope.  In  the  distance,  on  the  far  right,  is  a  huge, 
dull  yellow  statue  of  Mercury,  holding  up  a  caduceus  and 
supporting  a  cornucopia.  A  pale  pink  flame  burns  on  an 
altar  in  front  of  it  and  several  worshipers  are  visible,  one 
raising  a  banner.  In  the  foreground  on  the  left  are  a  wooden 
box,  sacks,  bales,  and  ropes  in  browns,  dull  reds,  and 
yellows,  partly  covered  by  a  dull  dark  green  cloth.  An  ear 
of  wheat  lies  on  the  ground  in  front  of  the  rope.  On  the  far 
right  is  a  large  anchor,  a  rope,  and  a  tree  stump  in  dull 
greens,  reds,  pale  yellow,  and  brown,  with  plants  in  shades 
of  green.  The  sky  is  cream  colored  with  gray  clouds.  In  the 


fig.  65.  Sofa  seat,  by  Jean  Jacques  Lagrenee.  Oil  sketch.  Mobilier 
National,  Paris. 
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distance  on  the  left  are  pale  gray  hills  and  buildings;  a 
column  and  a  pyramid  can  be  distinguished,  with  some 
small  figures.  A  wall  with  an  arch  is  seen  behind  the  men 
hauling  the  sled.  A  pale  blue  sea  appears  on  the  right.  The 
foreground  under  the  main  figures  shows  gray  and  pale 
yellow  stone  slabs;  at  the  foot  of  the  tapestry  it  is  carried 
out  in  tones  of  brown,  dull  green,  rust-red,  and  pale  yel- 
low. A  guard  in  green  and  gray-blue  has  been  turned  un- 
der at  the  top  and  bottom. 

Wool  is  used  for  flesh  passages  and  dark  colors,  silk  for 
the  sky  and  light  colors.  The  warps  are  vertical. 

On  the  sofa  seat  (85b)  is  a  large  open  chest  with  the  lid 
thrown  back  in  shades  of  brown,  gray,  and  blue.  It  is  filled 
with  red  and  pink  roses,  green  leaves,  a  yellow  and  brown 
jug,  blue  and  yellow  drapery,  and  white  strings  of  pearls. 
A  large  piece  of  pale  brown  and  white  material  with  a 
flower  pattern  overflows  from  it  onto  the  ground.  Next  to 
it  on  the  right  are  some  gray  sacks,  with  gray  and  yellow 
coins  pouring  out  of  the  lowest  onto  a  blue  and  brown 
cloth.  Above  these  is  a  dark  green  book  with  red  edges 
to  the  pages.  Farther  to  the  right  are  brown  barrels,  red- 
brown  rolls  of  cloth,  blue-green  drapery,  bundles  of  docu- 
ments, and  flowers  in  blues,  purple,  lavender,  and  red, 
with  green  leaves.  Some  trees  rise  behind  them.  On  the  left 
beside  the  chest  is  a  brown  and  pale  yellow  vessel,  with  a 
white  quill  pen  stuck  in  it.  To  the  left  are  two  books  bound 
in  blue,  one  open,  lying  on  a  coil  of  brown  rope,  with  a 
brown  wooden  box.  Red,  pink,  and  white  flowers,  prob- 
ably tulips,  with  green  leaves,  are  seen  on  the  far  left.  A 
garland  of  red,  white,  and  pink  roses  lies  on  the  ground  in 
front  of  the  open  chest  in  the  center  and  a  pale  brown  and 
gray  boat  with  white  sails,  one  with  blue  stripes,  lies  in  the 
blue  water  behind  it.  Brown  sacks  rest  under  an  awning  in 
the  center  of  the  boat.  Another  boat  is  seen  in  the  distance 
on  the  left.  The  sky  is  cream  colored,  with  pale  pink  pas- 
sages. The  foreground  is  in  shades  of  brown,  black,  green, 
gray,  and  rust  red. 

Portions  of  a  dark  blue  guard  are  folded  under  at  the 
bottom.  Silk  is  used  for  all  the  light  colors.  The  warps  are 
vertical. 


CONDITION 

On  85a  the  silk  has  perished  in  small  areas  of  the  sky, 
leaving  bare  warps.  A  small  area  of  the  bales  on  the  far  left 
has  been  repaired.  The  tapestry  has  been  cut  at  each  end. 


On  85b  the  colors  are  considerably  more  brilliant  on 
the  reverse,  especially  the  reds,  but  there  are  no  repaired 
areas.  The  tapestry  has  been  cut  all  around,  except  at  the 
bottom. 


SUBJECT 

The  series  represents  the  Arts  and  Sciences.  The  wall 
hangings  are  listed  as  Painting  and  Sculpture,  Agriculture, 
Commerce,  but  the  only  known  set  consists  of  Architec- 
ture, Painting,  and  Sculpture  (the  Arts),  Commerce  and 
Agriculture,  and  the  Sciences,  three  pieces  in  all.  In  1820, 
in  an  inventory  of  the  manufactory,  the  paintings,  cut  into 
strips,  were  noted  as  Sculpture,  Engineering  (Le  Genie), 
Commerce,  and  Agriculture.  The  two  sofas  have  backs 
and  seats  with  Commerce  and  Agriculture;  the  thirteen 
subjects  of  the  backs  and  seats  of  the  armchairs  of  the 
series  are  listed  as  Fame  or  History,  Sculpture,  Painting, 
Geometry  with  a  Globe,  Geometry  with  a  Spyglass  (d'op- 
tique),  Music,  Astronomy,  Architecture,  Mechanics,  Engi- 
neering, Commerce,  Agriculture,  and  the  Windmill,  but 
possibly  the  last  was  the  weavers'  name  for  Mechanics.  In 
the  most  detailed  description  of  the  upholstery,  that  of  a 
set  of  1788,  the  sofa  with  Commerce  on  the  back  had 
Agriculture  on  the  seat  and  vice  versa,  but  there  is  no 
proof  that  this  arrangement  was  always  used.  The  seat 
covers  have  no  human  figures  and  are  sometimes  referred 
to  as  "a  paysages  et  a  attributs."1 

The  sofa  back  apparently  represents  the  successful  con- 
clusion of  a  transaction  between  eastern  and  western 
merchants.  The  standing  man  is  an  Oriental,  probably  an 
ancient  Egyptian,  as  is  suggested  by  the  camel,  pyramid, 
and  wheat  ear  (Egypt  being  the  granary  of  Rome);  the 
seated  man  can  then  be  supposed  to  be  a  Roman.  As 
Lagrenee  was  a  neoclassical  artist,2  this  interpretation  is 
plausible.  The  statue  of  Mercury  refers  to  his  function  as 
the  god  of  commerce. 

SOURCE  OF  THE  DESIGN 

Lagrenee  exhibited  a  painting,  Mercury  Representing 
Commerce,  in  the  Salon  of  178 1;  it  included  a  bust  of  the 
king  and  was  intended  for  the  assembly  room  of  the  guild 
of  the  Drapiers-Merciers.3  The  painting  may  be  the  one 
sold  at  Nice,  December  22,  1934,  and  at  the  Hotel 
Drouot,  Paris,  March  3 1, 1954  (no- 15? not  iUus.). 
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In  1786,  payment  was  made  for  four  "tableaux  des  arts, 
sciences,  agriculture,  commerce  et  2  canapes  et  12  fau- 
teuils.  .  .  ."4  The  painting  for  the  sofa  seat  of  85  is  in  the 
Mobilier  National  (fig.  65). 5  In  the  1794  list  of  paintings 
"remis  a  la  Nation  par  M.  de  Menou"  are  "12  fauteuils  et 
2  canapes  avec  figures  dans  les  dossiers,  par  Lagrenee," 
but  in  the  1 820  inventory  only  the  seats  and  backs  for  two 
sofas,  and  nine  backs  and  twelve  seats  for  armchairs  are 
recorded.6 

WEAVER  AND  DATE 

De  Menou  was  head  of  the  Beauvais  manufactory  from 
1780  to  1793.  Furniture  covers  of  this  series  are  recorded 
as  having  been  woven  every  year  from  1787  to  1791  and 
in  1793.  However,  the  1787  set  included  only  one  sofa, 
described  as  "dit  les  Arts  et  les  Sciences  avec  figures,  fleurs 
et  rubans";  the  1789  set  was  "genre  arabesque  avec  figures 
representant  les  Arts  et  les  Sciences";  and  the  1793  sofas 
were  also  "genre  arabesque"  and  had  "oiseaux  aux  sieges." 
As  the  tapestries  of  85  do  not  correspond  to  these  descrip- 
tions, they  are  probably  from  the  set  of  1788-89  (order 
no.  352)  or  that  of  1790  or  179 1,  made  for  the  king.7 

RELATED  TAPESTRIES 

The  other  sofa  covers  of  the  set  were  also  in  the  due  de 
Vendome  sale,  in  193 1  (no.  101,  illus.,  on  a  modern 
frame),  and  were  later  in  the  Penard  y  Fernandez  sale, 
Palais  Galliera,  Paris,  December  7,  i960  (no.  111,  illus.).8 
The  back  shows  Ceres,  sitting  on  bundles  of  grain  and 
placing  a  wreath  on  the  head  of  a  man  approaching  her 
with  a  spade  and  a  basket  of  fruit;  plowing,  sowing,  and 
watering  are  shown  on  either  side.  The  seat  has  a  wheel- 
barrow, spade,  watering  can,  fruits,  and  vegetables.  Both 
panels  clearly  represent  Agriculture. 

Three  wall  hangings  are  in  the  Musee  Conde  at  the 
Chateau  de  Chantilly;  they  represent  the  Arts,  the  Sci- 
ences, and  Commerce  and  Agriculture  (in  one  piece).  A 
square  example  of  Commerce  was  formerly  in  the  Metro- 
politan Museum  and  was  sold  at  Parke-Bernet,  New 
York,  March  22,  1956  (no.  175).  It  is  inscribed  "D.  M. 
Beauvais."  A  square  piece  of  the  Arts  {Architecture  miss- 
ing) and  an  example  of  Agriculture  are  in  the  Corcoran 


Gallery,  Washington.  Chair-seat  covers  with  Agriculture, 
Commerce,  History,  Mechanics  (a  waterwheel),  Astron- 
omy, and  Painting  are  in  the  Mobilier  National.10 

HISTORY 

Due  de  Vendome  sale,  Galerie  Georges  Petit,  Paris,  December  4, 

193 1,  no.  100,  illus.  Mounted  on  a  modern  sofa  frame. 

Called  Beauvais,  Louis  XVI  period,  a  "composition  allego- 

rique  au  commerce." 
Acquired  by  James  Hazen  Hyde  of  Paris  in  193 1  as  representing 

Asia  from  a  set  of  the  Four  Continents, 
Given  to  the  MMA  from  the  estate  of  James  Hazen  Hyde,  1959, 

on  a  modern  sofa  frame  from  which  the  tapestries  have  been 

removed. 

PUBLICATIONS 

MMA  Annual  Report  1959—1960.  In  MMA  Bulletin,  n.s.  19 
(1960-61)  p.  64.  Listed  as  a  gift  received  from  the  estate  of 
James  Hazen  Hyde:  "Canape  covered  with  Beauvais  tapes- 
try, French  XVIII  century  (Louis  XVI  style)." 

Standen,  Edith  A.  "Studies  in  the  History  of  Tapestry  1520- 
1790:  VI.  Some  Exotic  Subjects."  Apollo  114  (1981)  p.  51, 
fig.  13  (back  only).  Identified  as  Commerce  from  the  series 
after  Lagrenee,  1786. 

NOTES 

1.  Badin,  Beauvais,  pp.  66,  74, 107. 

2.  Marc  Sandoz,  "Jean-Jacques  Lagrenee,  peintre  d'histoire  (1739- 
1821),"  Bulletin  de  la  Societe  de  I'Histoire  de  I' Art  Franqais,  1962, 
p.  131. 

3.  Collection  des  Livrets  des  anciennes  Expositions:  Exposition  de 
ijSi,  Academie  Royale  (Paris,  1870)  p.  18,  no.  39. 

4.  James  H.  Hyde,  "L'Iconographie  des  Quatres  Parties  du  Monde 
dans  les  tapisseries,"  Gazette  des  Beaux-Arts,  5th  ser.,  10  (1924)  p. 
270. 

5.  The  French  in  America,  1520-1880,  exh.  cat.,  Detroit  Institute  of 
Arts  (Detroit,  195 1)  no.  263.  Attributed  to  Le  Barbier  as  part  of  the 
Four  Continents  series  (86). 

6.  Badin,  Beauvais,  pp.  91, 107. 

7.  Badin,  Beauvais,  pp.  66,  73—75. 

8.  Pierre  Devinoy,  Guillaume  Janneau,  and  Madeleine  Jarry,  Le  Siege 
en  France  du  moyen  age  a  nos  jours  (Paris,  1948)  pi.  240,  shown 
mounted  on  an  antique  frame  by  Sene,  though  said  to  have  come 
from  the  Vendome  sale;  Madeleine  Jarry,  Le  Siege  franqais  (Fri- 
bourg,  1973)  p.  240,  fig.  234. 

9.  George  Leland  Hunter,  Tapestries,  Their  Origin*  History  and  Re- 
naissance (New  York,  19 12)  p.  404. 

10.  Ernest  Dumonthier,  Le  Mobilier  National:  Etoffes  et  tapisseries 
d'ameublement des  XVIIe  etXVIIIe  siecles  (Paris,  n.d.)  pis.  58, 59. 
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86  The  Four  Continents 


Set  of  four  wall  hangings  and  fifty-six  pieces  of  furniture  upholstery 


a  America 
b  Europe 
c  Africa 
d  Asia 

e  Sofa  back  with  America  and  Europe,  seat  with 
symbols  of  America  and  Europe,  and  armrests 

f  Sofa  back  with  Africa  and  Asia,  seat  with 
symbols  of  Africa  and  Asia,  and  armrests 

g,  h,  i,  Three  chair  backs  with  America,  seats  with 
American  animals,  and  armrests 

j,  k,  1  Three  chair  backs  with  Europe,  seats  with 
European  animals,  and  armrests 

m,  n,  o  Three  chair  backs  with  Africa,  seats  with 
African  animals,  and  armrests 

p,  q,  r  Three  chair  backs  with  Asia,  seats  with 
Asian  animals,  and  armrests 

French  (Beauvais);  designed  about  1786  by  Jean  Jacques 
Francois  Le  Barbier  the  Elder  (173  8-1 826),  and  woven 
under  the  direction  of  deMenou  (fl.  1 780-1 793),  1790-91, 
for  Louis  XVI. 

Designer's  monogram  on  86b,  weaver's  initials  and  place  of 

manufacture  on  86c  and  d. 
Wool  and  silk. 

86a-c  12  ft.  x  15  ft.  (3.66  mx  4.57  m); 

86d  12  ft.  x  16  ft.  6  in.  (3.66  mx  5.03  m); 

86e,  f  backs  approx.  2  ft.  1  in.  x  5  ft.  9  in.  (63  cm  x  1.75  m), 

seats  approx.  2  ft.  8  in.  x  6  ft.  8  in.  (81  cm  x  2.03  m),  armrests 

approx.  10V2  in.  x  6  in.  (27  cm  x  15  cm); 
86g-r  backs  approx.  1  ft.  6in.x  1  ft.  6  in.  (45.7  cm  x  45.7  cm), 

seats  approx.  1  ft.  8  in.  x  2  ft.  (50.8  cm  x  61  cm), 

armrests  approx.  9V2  in.  x  5  in.  (24  cm  x  13  cm). 
19—21  warps  per  inch,  8  per  centimeter. 
Purchase,  Mr.  and  Mrs.  Claus  von  Bulow  Gift,  1978 

(1978.404. 1-4  [86a-d];  1978.404.5,6  [86e,  f]; 

1978.404.7-9  [86g-i];  1978.404.10-12  [86j-l]; 

1978.404. 13-15  [86m-o];  1978.404. 16-18  [86p-r]). 

DESCRIPTION 

Three  of  the  wall  hangings  show  each  a  seated  figure 
representing  a  continent  (Europe,  Africa,  and  Asia)  with 


attendants  and  appropriate  animals,  attributes,  and  vege- 
tation; the  fourth,  which  includes  a  figure  representing 
America,  has  an  allegorical  scene.  All  have  nineteenth- 
century  borders  simulating  wooden  frames  in  shades  of 
brown  and  black.  Silk  is  lavishly  used.  The  sofa  backs  have 
each  two  seated  female  figures  representing  continents 
and  seats  with  animals  and  vegetation  appropriate  to  the 
continents  of  the  backs.  Three  chairs  are  allotted  to  each 
continent.  A  woman  with  an  attendant  represents  a  con- 
tinent on  each  back;  the  seats  have  appropriate  animals 
and  vegetation. 

CONDITION 

See  discussion  of  individual  pieces. 

SUBJECT 

Though  Africa  and  Asia  include  many  attributes  cus- 
tomary in  representations  of  these  continents,  they  have  a 
number  of  original  features;  Europe  and  America  are  new 
iconographical  images,  though  with  some  traditional 
symbols.  All  the  wall  hangings  and  the  covers  of  both 
sofas  emphasize  the  importance  of  trade  and  commerce 
among  the  continents. 

SOURCE  OF  THE  DESIGNS 

The  designs  are  by  Jean  Jacques  Francois  Le  Barbier  the 
Elder;  the  monogram  on  86b  should  probably  be  read  as 
LBA  for  Le  Barbier  l'Aine.  The  cartoons  for  four  hangings, 
twelve  armchairs,  and  two  sofas  were  listed  as  by  Jean 
Jacques  Lagrenee  in  1794,  but  by  Le  Barbier  in  1820;  at 
the  latter  date  Europe  and  America  were  in  seven  strips 
each,  Asia  in  eight,  and  Africa  in  five.  There  were  then 
cartoons  for  the  backs  and  seats  of  two  sofas  and  for  the 
backs  of  twelve  chairs,  but  only  for  eleven  chair  seats.1 
Payment  for  the  designs  was  made  to  Beauvais  in  1  j86.2  A 
screen  said  to  be  made  up  of  five  of  the  original  cartoons 
for  chair  backs  was  received  by  the  Metropolitan  Museum 
with  86,  but  its  designs  are  not  original.  For  existing  car- 
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toons  for  the  upholstery,  see  discussion  of  the  individual 
pieces. 

The  general  scheme  for  the  upholstery  follows  that 
established  for  a  set  of  furniture  coverings  made  at  the 
Gobelins  manufactory  in  1748:  "les  quatre  parties  du 
monde  represente  dans  les  dossiers,  par  deux  et  trois 
petites  figures  opposee  sur  les  fonds  de  pai'sage  et  ciel  dans 
les  dits  dossiers;  dans  les  fonds  de  fauteuils  des  animaux 
terestre  suivant  les  differents  pais  opposes  de  meme  par 
pai'sage  et  ciel.  ..."  Each  sofa  back  in  this  set,  however, 
shows  all  four  continents,  represented  by  merchants.3 

WEAVER  AND  DATE 

De  Menou,  whose  initials  appear  on  86c  and  d,  was 
head  of  the  Beauvais  manufactory  from  1780  to  1793. 
The  recorded  weaving  of  the  wall  hangings  that  are 
thought  to  be  86a— d  was  an  order  for  the  king  in  1790; 
related  furniture  covers  were  made  in  1789  and  1791.4 
The  height  of  these  wall  hangings  is  said  to  have  been 
410/i6  aunes  de  Paris,  making  the  tapestries  eighteen  feet 
high,  much  taller  than  either  of  the  existing  sets.5  It  seems 
probable  that  the  width  of  the  tapestries  has  been  con- 
fused with  their  height. 

RELATED  TAPESTRIES 

The  other  set  of  the  wall  hangings  is  owned  by  the 
English  National  Trust.  They  have  no  borders  and  are 
only  ten  feet  high.  They  are  thought  to  be  from  a  weaving 
of  1788—90  made  for  the  Controle  General  des  Finances 
at  Versailles.6  Sofa  coverings  of  the  back  with  Asia  and 
Africa  and  the  seat  with  Europe  and  America  are  mounted 
on  a  canape  owned  by  the  Mobilier  National,  Paris.7  This 
collection  also  has  a  tapestry  chair  back  similar  to  860 
mounted  as  a  screen.8 

HISTORY 

Woven  for  Louis  XVI  between  April  1790  and  November 
1791.9 

Perhaps  sent  to  the  Garde  Meuble  de  la  Republique  at  Ver- 
sailles, February  20, 179 3. 10 

Sadler  (or  Salder),  an  American  merchant,  offered  to  buy  the 
set,  January  15, 1796, 11  but  by  September  10  he  had  changed 
his  mind,  and  it  was  delivered  to  Samuel  Alcan,  who  signed 
the  receipt  for  Abraham  Alcan  on  September  24.  The  wall 
hangings  were  appraised  at  15,000  livres  and  the  upholstery 


at  5,000;  the  set  was  accepted  as  part  payment  for  supplies 
furnished  to  the  republican  army  by  Abraham  Alcan.12 

Sold  in  Paris,  May  18, 1852,  together  with  four  paintings  from 
the  hotel  of  the  due  de  Richelieu,  but  without  indication  of 
ownership.  No  furniture  frames  are  mentioned  in  the  sale 
catalogue.  Bought  by  the  prince  de  Beam,  who  still  owned  the 
set  ini886.13 

Bought  by  Gaston  Menier,  189 3. 14 

Said  to  have  been  brought  to  the  United  States  in  1939  or 
1942. 15 

Offered  for  sale  at  Sotheby's,  London,  December  13, 1974,  nos. 

55>  56,  with  a  screen  said  to  consist  of  five  of  Le  Barbier's 

original  cartoons  for  chair  backs. 
Owned  by  Artemis  S.A.,  1975. 16 

Purchased  for  the  MM  A  through  the  Mr.  and  Mrs.  Claus  von 
Biilow  Gift,  1978. 

EXHIBITION 

Washington,  D.C.,  National  Gallery  of  Art;  Cleveland  Museum 
of  Art;  and  Paris,  Grand  Palais,  1975-77.  The  European 
Vision  of  America  (UAmerique  vue  par  V  Eur  ope).  Catalogue 
by  Hugh  Honour,  nos.  195—99  {America  [86a],  Europe 
[86b],  two  America  armchairs  [86g,  h],  and  Europe  and 
America  sofa  [86e],  all  illus.). 

PUBLICATIONS 

Maze-Sencier,  Alphonse.  Le  Livre  des  collectionneurs.  Paris, 
1885,  p.  337.  Mentioned,  as  owned  by  the  prince  de  Beam, 
Paris. 

Doniol,  Henri.  Histoire  de  la  participation  de  la  France  a  Veta- 
blissement  des  Etats-Unis  d'Amerique:  Correspondance 
diplomatique  et  documents.  Vol.  3,  Paris,  1888,  pp.  vii,  viii, 
ix,  pi.  facing  p.  616  (America,  shown  without  border);  vol.  5, 
1892,  pp.  i,  ii,  pi.  facing  p.  256  [Europe).  America  said  to 
represent  the  triumph  of  Washington;  Europe,  the  nations 
recognizing  the  United  States;  series  said  (on  information 
from  Jules  Badin)  to  have  been  first  woven  at  Beauvais  in 
1788-89  and  again  on  a  royal  order  in  1790-91;  latter  set, 
410/ie  aunes  high,  owned  two  years  previously  by  the  prince 
de  Beam,  "on  croit  que  le  roi,  dans  sa  commande,  avait  en 
vue  un  hommage  au  president  de  la  Republique  americaine." 
In  America,  History  said  to  be  hanging  a  Washington  medal- 
lion (after  a  Houdon  bust)  on  the  column;  the  House  of 
Bourbon  to  be  attacking  England;  other  figures  identified; 
birds  called  dove  and  phoenix.  In  Europe,  France  said  to  be 
shown  as  Minerva  with  tricolor  plumes;  Gratitude  scattering 
flowers,  Victory  with  flags,  the  horse  of  War  taking  flight, 
History  holding  shields;  the  dolphin  said  to  stand  for  pros- 
perous navigation. 
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Badin.  Beauvais,  pp.  39, 66, 74.  Said  to  be  in  a  salon  of  the  hotel 
of  M.  Gaston  Menier. 

Hyde,  James  H.  "L'Iconographie  des  Quatre  Parties  du  Monde 
dans  les  tapisseries."  Gazette  des  Beaux-Arts,  5th  ser.,  10 
(1924)  pp.  269—72,  pi.  facing  p.  268  (America).  Designs  said 
to  have  been  paid  for  in  1786;  set  said  to  have  been  ordered 
by  Louis  XVI  to  give  to  Washington;  given  by  Petion,  minis- 
ter of  foreign  affairs,17  to  Abraham  Alcan  as  payment  for 
20,000  livres  of  army  supplies;  bought  by  the  prince  de  Beam 
at  the  Hotel  des  Ventes  in  1852  and  in  1893  by  Gaston 
Menier;  the  white  woman  in  Africa  called  Marie  Antoinette. 

Gobel.  Wandteppiche  II,  vol.  1,  pp.  231,  519.  Mentioned  as 
owned  by  Gaston  Menier. 

Les  Etats-Unis  et  la  France  au  XVIIIe  siecle.  Exh.  cat.,  Hotel 
Jean  Charpentier,  Paris,  1929,  p.  38.  Said  to  have  been  as- 
sembled from  various  collections  by  Gaston  Menier. 

Wingfield  Digby,  George.  "A  Set  of  Beauvais  Tapestries  Allud- 
ing to  the  War  of  American  Independence."  Burlington  Mag- 
azine 92  (1950)  pp.  251,  252.  Mentioned  as  in  the  Gaston 
Menier  collection  and  identified  as  the  Alcan  set;  National 
Trust  set  identified  as  the  pieces  refused  "by  an  American 
dealer  called  Sadler,"  less  tall  than  86a— d. 

The  French  in  America.  Exh.  cat.,  Detroit  Institute  of  Arts, 
195 1,  p.  105.  Mentioned  as  in  the  Gaston  Menier  collection. 

Fregnac,  Claude.  "Les  cadeaux  diplomatiques  de  Louis  XVI." 
Connaissance  des  Arts  128  (October  1962)  p.  47.  Mentioned 
as  in  an  American  private  collection.  Said  to  have  been  or- 
dered by  the  king  in  1783. 

Reallexikon  zur  deutschen  Kunstgeschichte.  Vol.  5,  Stuttgart, 
1967,  s.v.  "Erdteile,"  cols.  1141,1 144  (Ernst  Kreuzer).  Men- 
tioned as  example  of  representations  of  the  continents  as 
geographical  and  as  political  entities. 

Honour,  Hugh.  The  New  Golden  Land.  New  York,  1975,  p. 
139,  pi.  xxiii  (America  and  two  chairs  with  America). 

Heikamp,  Detlef.  "The  European  Vision  of  America:  A  Special 
Exhibition  to  Honor  the  Bicentennial  of  the  United  States." 
Kunstchronik  20  (April  1976)  no.  4,  p.  119,  pi.  7  (America). 

Gallego,  Julian.  "Cronica  de  Paris."  Goya  134  (September- 
October  1976)  p.  88,  illus.  (America). 

Coural,  Jean.  "La  manufacture  royale  de  Beauvais."  Monu- 
ments historiques  de  la  France  (1977)  no.  6,  p.  79,  illus.  p.  73 
(America).  Said  to  have  been  woven  April  1790-November 
1 79 1,  sent  to  the  Garde  Meuble  de  la  Republique,  February 
14, 1793 ;  owned  by  Artemis  S.A. 

Baulez,  Christian.  "Notes  sur  quelques  meubles  et  objets  d'art 
des  appartements  interieurs  de  Louis  XVI  et  de  Marie-Antoi- 
nette." Revue  du  Louvre,  1978,  p.  372,  n.  55.  Mentioned 
among  objects  acquired  by  Abraham  Alcan. 

MMA  Notable  Acquisitions  1975—1979.  New  York,  1979,  pp. 
41, 42,  illus.  color  [86a]. 


MMA  Annual  Report  1978— 1979,  pp.  10,  28,  30,  illus.  p.  29 
(detail  of  86a). 

"La  Chronique  des  arts."  Supplement  to  Gazette  des  Beaux- 
Arts,  6th  ser.,  95  (March  1980)  p.  39,  no.  197,  illus.  [86a]. 

Standen,  Edith  A.  "Studies  in  the  History  of  Tapestry  1520— 
1790."  Apollo  114  (1981)  color  cover  (Asia).  "V.  Rococo 
and  Neo-Classicism,"  pp.  42,  45,  figs.  12  (America),  13 
(Europe);  "VI.  Some  Exotic  Subjects,"  pp.  51—54,  figs.  14 
(Africa),  15  (Asia),  16  (sofa,  Asia  and  Africa),  17  (chair  back 
and  seat,  Africa). 

Beurdeley,  Michel.  La  France  a  Vencan  1789— 1799:  Exode  des 
objets  d'art  sous  la  Revolution.  Fribourg,  198 1,  pp.  191—95, 
figs.  203-05  (America,  color  and  details),  206,  207  (Europe 
and  detail),  208,  209  (Asia  and  detail),  210,  211  (Africa  and 
detail). 


86a  America 

DESCRIPTION 

America,  a  brown-haired  young  girl  with  a  white  feather 
headdress,  wears  a  white  sleeveless  dress  with  a  pink  belt 
around  her  waist  and  a  short  skirt  of  blue  feathers.  Her 
blue  armbands  are  edged  with  white  feathers  and  her 
sandals  have  very  pale  blue  straps.  She  holds  a  pale  brown 
bow  with  a  red  grip  in  her  right  hand  and  places  her  left 
foot  on  a  red  quiver  containing  white  arrows  and  fur- 
nished with  a  white  strap.  Behind  her  is  a  fair-haired 
woman  (Liberty),  wearing  a  lavender  and  pink  scarf,  a 
pale  yellow  bodice,  a  dull  orange-brown  dress,  and  san- 
dals with  brown  straps.  She  holds  the  flag  of  the  United 
States,  which  has  thirteen  red  and  white  stripes;  there  is  a 
yellow  fleur-de-lis  above  the  white  stars  and  a  gray  Liberty 
Cap  at  the  top  of  the  pole. 

These  two  figures  stand  on  a  gray,  brown,  and  dull  pink 
cloud.  To  the  left,  a  flying  woman  with  a  white-plumed 
yellow  helmet,  gray  wings  edged  with  pink,  lavender  and 
pink  drapery,  and  red-brown  sandal  straps  holds  a  pink 
thunderbolt  in  her  right  hand  as  she  swoops  toward  the 
ground.  Her  blue  shield  has  a  yellow  border  and  the  three 
yellow  fleurs-de-lis  of  France.  Another  flying  figure,  pre- 
sumably Fame  or  Victory,  has  gray  and  white  wings,  a 
green  wreath  in  her  fair  hair,  a  white  bodice  and  a  blue 
skirt.  She  hangs  by  ropes  of  green  leaves  a  gray  and  white 
oval  medallion  with  the  head  of  George  Washington  in 
profile  onto  a  Tuscan  column  of  gray  and  brown  marble 
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with  dull  blue-green  and  dark  red  veins.  At  the  foot  of  the  gun  carriage  with  a  pale  gray  rim.  Two  pale  gray  leopards 
column  lies  Britannia,  a  woman  in  a  white  dress  with  red  with  brown  and  red  spots  share  her  discomfiture, 
drapery.  The  shield  that  she  holds  over  her  head  has  a  On  the  cloud  behind  Liberty  are  two  seated  female  fig- 
brown  underside  with  orange  reflected-light  areas  and  ures,  Plenty  and  Peace.  The  former  has  red  jewels  in  her 
gray  and  pale  yellow  straps.  Her  right  hand  rests  on  a  fair  hair,  a  white  bodice,  and  a  lavender-pink  skirt;  she 
yellow-gray  scepter,  and  there  are  three  gray  cannon  balls  holds  a  gray  cornucopia  with  gray  and  pale  pink  fruit 
at  her  side.  Behind  her  are  two  black  and  gray  overthrown  falling  out  of  it.  Peace  has  a  pale  pink  ribbon  in  her  fair 
cannon,  two  more  balls,  and  a  large  dark  pink  wheel  of  a  hair,  a  pale  yellow  bodice,  a  blue-green  dress,  and  red 
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sandal  straps;  she  holds  a  green  olive  branch.  In  the  sky 
below  these  figures  is  a  blue  and  white  flying  bird  and  on 
the  ground  beneath  stands  a  large  gray  and  pale  brown 
bird,  with  a  blue  crest  and  blue  tips  to  its  wings. 

The  large  palm  trees  on  the  left  are  gray,  brown,  and 
dull  blue-green  and  the  laurel  bush  behind  Victory  is  dark 
blue-green.  The  distant  palms  on  the  right  are  in  shades  of 
blue,  the  sky  is  in  shades  of  gray.  The  rocks  and  the  fore- 
ground are  brown,  gray,  and  green,  with  vegetation  in 
shades  of  green  and  brown. 


CONDITION 

Some  slits  have  widened  slightly  and  others  are  coarsely 
sewn  up.  There  are  no  noticeable  areas  of  repair. 


SUBJECT 

The  young  girl  who  represents  America  wears  feathers, 
carries  a  bow,  and  has  a  quiver  at  her  feet;  these  are  all 
traditional  attributes  of  the  continent.18  She  is  placing 
herself  under  the  guardianship  of  Liberty,  who  holds  the 
flag  of  the  United  States.  Nearby  are  Plenty  with  her  cor- 
nucopia and  Peace  with  her  olive  branch,19  appropriate 
companions  for  Liberty. 

The  winged  woman  with  a  thunderbolt  and  fleurs-de-lis 
on  her  shield  is  France  as  Minerva,20  hurling  herself  upon 
the  defeated  Britannia,  her  impotent  and  enraged  leopards 
(precursors  of  the  modern  lion),  and  overturned  cannon. 
The  classical  column  that  rises  above  her  is  of  the  Tuscan, 
or  plainest  order,  symbolizing  the  primitive  simplicity  and 
virtue  of  the  young  republic.21  The  winged  figure  fasten- 
ing the  medallion  of  George  Washington  to  the  column 
has  been  called  History,22  but  she  could  be  Victory,  Glory, 
or  Fame.23  Palm  trees  are  frequently  associated  with 
America.  The  birds  on  the  right  have  been  described  as  the 
dove  of  peace  and  a  phoenix.24  The  latter  has  none  of  the 
characteristics  of  this  bird;  probably  its  action  of  spread- 
ing its  wings  in  preparation  for  flight  is  another  reference 
to  the  newly  acquired  freedom  of  the  United  States. 


SOURCE  OF  THE  DESIGN 

Le  Barbier  used  the  figure  of  Britannia  for  a  fallen  war- 
rior in  his  drawing  The  Battle  between  the  Horatii  and  the 
Curiatii,  dated  1786,  in  the  Musee  de  Pontoise  (fig.  66). 25 

Details  of  86a 


The  head  of  Washington  is  said  to  seem  to  be  derived  from 
a  portrait  by  Charles  Willson  Peale,26  of  which  there  were 
several  in  France  by  this  date,27  but  all  these  show  a 
younger  man.  The  medallion  is  closer  to  the  print  by  Benoit 
Louis  Prevost  of  1781,  after  a  profile  portrait  by  Pierre 
Eugene  du  Simitiere.28  The  marble  bust  by  Houdon  shown 
in  the  1786  Paris  Salon  may  also  have  served  as  a  model.29 
The  life  mask  and  terra-cotta  bust  that  the  sculptor  took 
back  from  America  were  apparently  made  available  to 
Pierre  Simon  Duvivier  early  in  1786,  as  is  indicated  in  a 
letter  from  Colonel  D.  Humphreys  in  London  to  Thomas 
Jefferson  in  Paris,  dated  January  30  of  that  year.  It  in- 
cludes the  sentence,  "Now  that  there  is  no  obstacle  to 
commencing  the  medal  for  General  Washington,  since 
Houdon's  return,  I  could  wish,  should  it  not  be  giving  you 
too  much  trouble,  that  you  would  send  for  Duvivier. 
. .  ,"30  Duvivier's  model,  showing  a  head  of  Washington  in 
profile  to  the  right,  is  very  close  to  the  medallion  in  the 
tapestry,  but  it  was  not  finished  until  1789.31 

The  iconographical  program  was  probably  suggested  in 
part  by  the  reverse  of  the  Libertas  Americana  medal  by 
Augustin  Dupre  of  1783,  which  shows  Minerva  with  a 


fig.  66.  The  Battle  between  the  Horatii  and  the  Curiatii,  by  Jean 
Jacques  Francois  Le  Barbier.  Drawing.  Musee  de  Pontoise. 
Photo:  Robert  Chanoine. 


fleurs-de-lis  shield  fending  off  a  leopard  attacking  the  in- 
fant Hercules.32  The  basic  idea  of  this  scene  was  conceived 
by  Benjamin  Franklin.  Writing  from  Passy  on  March  4, 
1782,  to  Robert  R.  Livingston,  he  said  that  he  had  a  mind 
to  strike  a  medal,  "representing  the  United  States  by  the 
figure  of  an  infant  Hercules  in  his  cradle,  strangling  the 
two  serpents;  and  France,  by  that  of  Minerva,  sitting  by  as 
his  nurse,  with  her  spear  and  helmet,  and  her  robe  specked 
with  a  few  fleurs-de-lis."  The  occasion  for  the  medal 
Franklin  gives  as  "the  extinguishing  of  two  entire  armies 
in  one  war."33  The  surrender  of  General  Cornwallis  at 
Yorktown  took  place  on  October  19,  178 1;  the  other 
army  is  that  of  General  Burgoyne,  defeated  at  the  battle  of 
Saratoga  in  1777.  But  Hercules  strangling  the  serpents 
was  the  main  image  in  Franklin's  mind;  he  wrote  to  Wash- 


ington on  April  2,  1782,  that  "the  infant  Hercules  has 
now  strangled  the  two  serpents  that  attacked  him  in  his 
cradle,  and  I  trust  his  future  history  will  be  answerable." 
The  United  States  plays  an  active  role  as  Hercules  in 
Franklin's  imagery  and  France  a  passive  one  as  his  nurse; 
this  is  in  marked  contrast  with  the  personification  in  the 
Libertas  medal  and  in  the  tapestry. 

RELATED  TAPESTRY 

The  example  in  the  National  Trust  set  is  smaller,  the 
design  being  cut  down  on  three  sides.34  The  left  border 
runs  through  the  cannon  and  the  right  is  close  to  the  flying 
bird;  the  palm  trees  on  both  sides  are  omitted.  The  upper 
border  is  close  to  the  top  of  the  column. 


86b  Europe 

DESCRIPTION 

The  enthroned  central  figure,  presumably  Minerva, 
wears  a  gray  and  yellow  helmet  with  white  plumes,  a 
yellow  breastplate  with  a  face  in  the  center,  a  white  robe 
with  a  pink  sash,  and  blue  drapery  thrown  over  her  knees. 
Her  feet  rest  on  a  crimson  cushion  with  yellow  tassels.  The 
throne  is  yellow.  The  figure  seated  on  the  step  at  her  left, 
presumably  Europe,  has  brown  hair  and  an  orange-brown 
headcloth.  She  wears  a  pale  yellow-green  dress,  lavender 
drapery  across  her  lap,  and  sandals  with  pink  straps.  She 
holds  seven  shields  on  a  yellow  chain,  one  of  them  almost 
entirely  covered.  The  others  show  a  red  cross  on  a  white 
ground  with  two  blue  heads  visible  (Sardinia);  a  white 
cross  on  a  red  ground  (Savoy);  a  blue  eagle  with  a  gold 
crown  on  a  white  ground  (Russia);  three  yellow  fleurs-de- 
lis  on  a  pale  blue  ground  (France);  two  white  crescents  on 
a  blue  ground  (unidentified);  and  the  British  royal  arms  of 
George  III,  inaccurately  rendered.35 

Three  figures  to  the  left  of  Minerva  represent  the  arts  of 
music,  painting,  and  sculpture.  Music  has  fair  hair  tied 
with  a  blue  ribbon  and  wears  a  pale  pink  dress  with  darker 
pink  drapery  over  her  knees.  She  holds  a  yellow  and 
brown  lyre.  Painting  has  yellow-brown  hair  and  wears  a 
pale  pink  dress  with  blue  bands  on  her  upper  arms  and 
around  the  hem  over  a  paler  pink  petticoat.  She  has  green 
sandal  straps  and  holds  paintbrushes  and  a  pale  brown 
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Detail  of  86a 


86b 


palette  with  dabs  of  red,  brown,  and  pink  paint.  Sculpture 
has  a  pale  brown  cloth  tied  with  a  red  ribbon  on  her  head 
and  wears  a  white  bodice,  a  dull  orange  skirt,  and  sandals 
with  blue  straps.  She  holds  a  pair  of  gray  compasses  and 
there  is  a  gray  marble  head  and  a  mallet  at  her  feet. 

These  five  figures  sit  on  a  low  stepped  gray-brown  pyr- 
amid. Flying  above  it  on  the  left  is  a  small  cupid,  nude 
except  for  a  yellow  helmet  with  red  and  blue  plumes.  His 
wings  are  pink  and  white  and  he  holds  four  banners  with 
pink  and  gray  shafts  and  gray  spearheads;  the  three  visible 
flags  are  pink,  yellow,  and  white.  In  the  sky  between  Mi- 
nerva and  Europe  is  a  flying  figure  with  a  green  and  white 
wreath,  pale  gray  wings,  and  a  white  robe  with  a  pink 
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sash;  she  is  about  to  scatter  pink  roses  and  white  flowers 
with  green  leaves,  more  of  which  she  carries  in  a  pale 
brown  basket. 

To  the  right  of  the  steps  is  a  bounding  pale  gray  and 
brown  horse.  Below  it  is  a  river-god,  with  red  drapery  over 
his  legs,  reclining  on  a  gray  urn.  At  his  feet  is  a  stream  of 
blue-green  water;  a  large  gray  dolphin  with  a  red  eye 
swims  in  it.  Above  it  a  fair-haired  nymph  reclines,  holding 
a  pale  gray  urn  from  which  water  pours.  Beside  it  is  a 
branch  of  red  coral.  The  nymph  has  green  reeds  and  a  red 
ribbon  on  her  head  and  wears  a  pale  yellow  dress  with 
green  drapery  over  it.  In  the  left  corner  are  two  pale  pink 
and  brown  corded  barrels  and  a  roped  gray  bale,  inscribed 


in  black:  BAL  [as  a  monogram]  N°-  160.  A  brown  and 
gray  spar  and  sail  lie  across  these  packages,  with,  behind 
them,  a  pale  gray  globe  showing  the  Mediterranean  re- 
gion, reversed,  in  pink.  It  is  inscribed  in  black:  Europe. 

On  the  far  right  behind  the  river-god  is  a  cliff  of  gray  and 
brown  rocks  with  green  patches.  The  trees  behind  the  Arts 
are  in  shades  of  blue  with  gray  trunks;  those  behind  the 
horse  are  in  shades  of  green,  yellow,  and  blue.  The  sky  and 
the  clouds  are  very  pale  blue,  white,  and  gray.  There  are 
green  reeds  behind  the  river-god  and  the  nymph  with  an 
urn.  The  foreground  is  in  shades  of  gray  and  brown  with 
white  and  blue  water. 


CONDITION 

Some  slits  have  been  coarsely  sewn  up  and  there  are  a 
few  small  worn  areas,  but  no  large  noticeable  repair. 


SUBJECT 

The  general  sense  of  the  allegory  is  that  Europe  is  pre- 
eminent in  commerce  (the  casks,  bale,  and  sail),  the  arts, 
and  war  (the  banners  carried  by  the  helmeted  cupid);  the 
horse  is  a  standard  attribute  for  the  continent.36  Europe  is 
often  shown  as  Minerva,  with  helmet,  breastplate  (with 
the  head  of  Medusa),  and  scepter,37  but  if  the  armed  and 
enthroned  figure  of  86b  is  identified  as  Europe-Minerva, 
the  identity  of  the  seated  woman  holding  coats  of  arms  of 
European  nations  is  difficult  to  determine.  The  flying 
nymph  scattering  flowers  is  presumably  an  emblem  of 
good  fortune  and  could  be  called  Prosperity  or  Happi- 
ness.38 The  dolphin  stands  for  the  Dauphin,  but  the  river- 
god  and  nymph  are  not  usual  companions  of  Europe;  the 
coral  branch,  in  fact,  is  an  attribute  of  Africa  or  Amer- 
ica.39 

The  coats  of  arms  are  not  those  of  nations  that  had 
recognized  the  United  States  by  1786,  as  has  been  sug- 
gested.40 


RELATED  TAPESTRY 

The  example  in  the  National  Trust  set  is  smaller,41  be- 
ing cut  on  the  left  through  the  group  of  trees  and  the  globe. 
The  upper  border  also  cuts  through  the  trees.  The  foliage 
above  the  rocks  on  the  right  was  omitted. 


86c  Africa 

DESCRIPTION 

Africa,  who  has  dark  brown  skin,  wears  a  pale  green 
turban,  white  earrings,  and  a  leopard  skin;  this  is  white 
with  brown  spots  and  the  upper  part  of  the  animal's  head 
lies  over  Africa's  turban.42  She  has  chains  of  white  beads 
on  her  upper  arms,  yellow  bracelets,  and  a  yellow  chain 
falling  into  her  lap.  White  drapery  with  a  red  border  cov- 
ers the  lower  part  of  her  body  and  she  has  a  yellow  band 
around  one  calf.  Her  sandals  have  blue  straps.  She  holds  a 
pale  brown  and  yellow  scepter  topped  with  red,  white, 
and  blue  plumes.  The  black  man  standing  behind  her  has  a 
pale  yellow  turban  with  a  pink  plume  and  blue  and  white 
drapery  over  the  lower  part  of  his  body;  he  holds  a  pale 
brown  bow  and  has  a  quiver  filled  with  pale  pink,  blue, 
and  yellow  arrows  slung  at  his  back. 

A  fair  white  woman  approaches  on  the  right.  She  has 
red  and  white  flowers  with  green  leaves  in  her  yellow  hair, 
which  is  tied  with  a  pink  ribbon.  Her  scarf  is  white,  and 
she  wears  a  short  dull  pale  green  dress  and  a  long  red  and 
pink  robe  with  a  blue  border;  pale  blue  drapery  with  a 
yellow  border  is  fastened  at  the  shoulder  with  a  red  and 
yellow  jewel  and  falls  down  behind  her  back.  Her  sandal 
straps  are  blue  and  there  is  a  brown  fur  band  around  her 
calf.  She  proffers  a  tray  laden  with  red  beads,  a  mirror,  red 
and  white  ribbons,  and  other  objects. 

Farther  away  on  the  right,  Minerva,  in  a  gray  helmet,  a 
gray  and  yellow  breastplate  with  a  face  in  the  center,  and 
blue-green  and  brown  drapery,  raises  one  end  of  a  dull 
pale  yellow  cloth.  Time  runs  up  to  help  her.  He  has  a  white 
beard,  gray  wings  and  scythe,  and  dull  red  drapery  tied 
with  a  gray  cord  at  his  waist.  Between  them  they  are  un- 
covering a  dull  pale  red  sphinx,  over  which  sprawls  a 
nude,  white-bearded  man,  presumably  the  Nile.  On  the 
right  is  a  crouching  woman  in  white  with  blue  drapery  and 
sandal  straps,  who  lifts  water  in  her  hand  to  her  lips  from  a 
blue  and  white  pool  in  front  of  her.  In  the  distance  be- 
tween the  woman  with  a  tray  and  the  Time  and  Minerva 
group  are  two  men  and  two  dogs  hunting  an  ostrich,  all  in 
shades  of  gray.  In  the  lower  left  foreground  a  kneeling 
woman,  her  hands  clasped,  has  a  pink,  lavender,  pale 
gray,  pale  yellow,  and  green  headdress,  part  of  which  falls 
down  her  back  to  her  feet.  She  is  dressed  in  dull  yellow 
with  a  pink  sash  and  her  pale  blue  boots  have  red  heels. 
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Behind  her  a  lion  in  shades  of  brown  attacks  a  brown- 
striped  pale  gray  zebra.  In  the  distance  is  a  pale  gray  and 
brown  giraffe  held  on  a  rope  by  a  partly  seen  man  under  a 
green  palm  tree. 

Behind  the  group  of  Africa  and  her  attendant  is  a  brown 
and  gray  elephant,  ridden  by  a  brown-skinned  man  in  dull 


red,  holding  a  goad  in  each  hand.  In  front  of  the  kneeling 
woman  in  the  left  foreground  is  a  half-buried  recumbent 
statue  or  mummy  in  shades  of  pink  with  pale  gray  wrap- 
pings. On  it  stands  a  white  ibis  with  a  red  head  and  legs, 
holding  a  brown  and  gray  snake  in  its  long  white  beak  and 
under  one  claw.  A  brown  and  gray  ichneumon  with  a  long 
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tail  turns  to  look  at  the  mummy.  To  the  right  a  large 
brown  and  gray  snake  with  red  and  blue  spots  and  a  dart- 
ing tongue  curls  itself  around  a  massive  terra-cotta  am- 
phora. Beyond  it  on  the  right  is  a  crocodile  in  the  same 
colors  as  the  snake  with  a  red  eye  and  mouth  and  white 
teeth.  Below  Africa's  blue  cushion  is  a  pile  of  fruit  and 
grain  in  shades  of  red,  purple,  and  yellow,  and  a  pale  pink 


cloth  with  blue  and  red  stripes.  To  the  right  of  the  woman 
with  the  tray  is  a  white  elephant  tusk  with  a  dark  blue 
ostrich  feather  over  it,  orange  and  purple  plumes,  green 
and  brown  gourds,  and  red  and  green  fruit.  Between  this 
pile  and  the  drinking  woman  are  small  gray  rhinoceros 
horns. 

Behind  the  elephant  is  a  gray  pyramid  and  on  the  far 
right  a  gray-brown  obelisk  covered  with  hieroglyphs. 
There  is  a  large  tree  with  dull  green  and  pale  yellow  leaves 
and  brown  branches  behind  the  main  group  and  a  smaller 
one  beside  the  obelisk.  Flying  on  the  left  is  a  brown  and 
gray  bird;  two  others  on  the  right  are  white,  red,  and  pale 
blue  and  yellow.  One  has  a  long  red  tail.  Faintly  visible  in 
the  upper  center  is  Apollo  in  his  chariot;  in  the  upper  left 
corner  is  the  bull  of  April  (Taurus)  and,  in  the  upper  right 
corner,  the  fishes  of  February  (Pisces).  All  are  in  pale  gray 
on  a  pale  gray  sky.  Green  trees  and  rushes  are  seen  in  the 
middle  distance  and  there  are  green  reeds  by  the  water.  A 
green  plant  behind  the  drinking  woman  has  red  and  pur- 
ple flowers  and  there  is  a  green  and  brown  prickly  pear  in 
the  lower  left  corner.  The  foreground  is  in  shades  of 
brown,  gray,  and  green,  with  green  plants:  one  below  the 
crocodile  has  pale  pink  flowers.  An  inscription  in  black  in 
the  lower  right  corner  reads:  dm  [de  Menou]  •  beauvais. 


condition 

Some  slits  have  been  coarsely  sewn  up,  but  there  are  no 
noticeable  areas  of  repair. 

SUBJECT 

The  white  woman  carrying  trade  goods  to  be  exchanged 
for  ivory  and  ostrich  feathers  has  been  identified  as  Marie 
Antoinette  taking  the  treasures  of  Europe  to  Africa,43  but 
this  seems  unlikely.  She  could  represent  Europe,  or  France, 
or  even  Commerce.  The  group  of  Minerva  and  Time  has 
been  interpreted  as  a  woman  attempting  to  preserve  the 
Nile  from  the  attacks  of  time,44  or  as  Time  assisting  War 
to  discover  the  civilization  of  ancient  Egypt.45  More  prob- 
ably Minerva  here  stands  for  the  learning  of  Europe  or  of 
France,  whom  Time  is  assisting  to  reveal  the  secrets  of 
Egypt  and  the  Nile.  The  drinking  woman  may  be  intended 
to  demonstrate  the  importance  of  water  in  the  arid  parts 
of  Africa,  and  the  kneeling  woman  may  be  mourning  the 
half-buried  mummy. 
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Most  of  the  animals — elephant,  crocodile,  lion,  snake, 
and  ostrich — are  frequently  found  in  representations  of 
Africa,46  but  the  giraffe  and  the  ichneumon  (the  African 
mongoose)  are  new  and  suggest  a  wish  to  include  less- 
known  African  fauna.  The  standing  bird  is  an  ibis  which, 
according  to  Herodotus,  kills  snakes.47  The  pyramid  and 
obelisk  are  well-known  Egyptian  symbols,  but  the  am- 
phora and  the  half-buried  figure  are  again  apparently  orig- 
inal inventions.  The  prickly  pear  is  a  mistake;  the  plant  is 
American.  The  figures  in  the  sky  are  difficult  to  interpret; 
Apollo  may  indicate  the  strength  of  the  sun  in  Africa. 


SOURCE  OF  THE  DESIGN 

The  designer  may  have  known  the  frontispiece  to  the 
second  volume  of  Frederic  Louis  Norden,  Voyage 
d'Egypte  et  de  Nubie,  of  which  a  French  version  appeared 
in  1755,  the  same  year  as  the  first  edition  in  Denmark.  It 
shows  a  helmeted  female  figure  pointing  to  the  antiquities 
of  Egypt,  which  include  a  half-buried  stone  head.  There 
are  also  a  lion,  a  crocodile,  a  river-god,  and  a  bird  with  a 
snake  in  its  mouth.  An  obelisk  covered  with  hieroglyphs 
rises  in  the  background. 


Detail  of  86c 


The  ibis  is  taken  from  volume  8  (178 1),  plate  1,  of 
Buffon's  volumes  on  birds  in  his  Histoire  naturelle. 

RELATED  TAPESTRY 

The  example  in  the  National  Trust  set  is  smaller,48  the 
left  border  touching  the  elephant's  right  ear  and  the  upper 
border  the  top  of  the  tree.  The  lion,  zebra,  and  flying  bird 
on  the  left  are  omitted,  as  are  Apollo  and  the  signs  of  the 
zodiac  in  the  sky. 


86d  Asia 

DESCRIPTION 

The  enthroned  Asia  wears  a  white  dress  with  a  pink 
collar  and  a  pink  belt  in  which  there  is  a  red  gem.  Her 
headdress  is  red,  with  gray  and  orange  plumes,  and  the 
lower  part  of  her  body  is  covered  with  blue  drapery.  Her 
sandal  straps  are  pink  and  she  holds  a  red  feather  fan  with 
a  blue  center.  Her  feet  rest  on  a  yellow  cushion  and  one 
arm  on  two  gray  and  yellow  bales.  An  attendant  on  the 
right  holds  up  a  dull  yellow  censer  from  which  pour 
clouds  of  pale  gray  smoke.  She  wears  a  dark  blue-green 
dress  with  pink  highlights  and  a  long  pale  gray  striped 
scarf  falls  from  her  headdress.  The  foremost  of  two  girls 
on  the  left  has  a  pale  blue-gray  dress  trimmed  with  white 
fur  and  pink  and  lavender  plumes  on  her  head.  Her  partly 
visible  companion  is  in  lavender  and  holds  a  string  of 
pearls.  Below  these  figures  is  a  pile  of  golden  vessels  in  dull 
yellow-brown,  one  with  a  string  of  pearls  thrown  over  it; 
two  of  them  rest  on  a  white  cloth  with  a  blue  pattern.  A 
pink  cloth  with  a  white  pattern  is  seen  at  one  side. 

Farther  to  the  left  in  the  foreground  is  a  boy  wearing 
a  brown  and  dark  blue  turban  with  a  dark  gray  plume  and 
a  dark  red  coat  trimmed  with  dark  brown  fur.  He  plays  a 
brown  and  gray  guitar  to  which  a  dark  blue  and  lavender 
ribbon  is  attached;  it  has  black  and  white  strings.  In  front 
of  him  are  three  white  music  books  on  a  gray  support.  In 
the  distance  above  him  are  two  dancing  girls  in  pale  pink 
and  pale  blue  and  a  seated  girl  in  pale  pink  and  lavender 
playing  a  pale  yellow  and  brown  harp.  Behind  her  are  two 
men  carrying  a  square  gray  object  on  a  litter;  the  one  in 
front  is  nude  except  for  a  pale  pink  loincloth. 

On  the  right  side  of  the  tapestry  is  a  reclining  dark 
brown  and  gray  camel,  partly  covered  with  a  dark  reddish 
brown  fur.  On  its  back  is  a  round  reddish  cushion,  a  red 
and  white  circle  of  feathers,  a  yellow  quiver  with  white- 
feathered  arrows,  a  headdress  of  alternating  dark  red  and 
blue  feathers,  a  red  and  white  striped  cloth,  and  a  dark 
blue  rectangular  bale  tied  with  yellow-brown  rope.  A  man 
apparently  urging  the  camel  to  rise  has  a  red  and  white 
turban,  a  white  undershirt  with  a  brown  fur  over  it,  and 
brown  and  white  leggings.  In  the  distance  behind  him  is  a 
man  in  dark  blue  with  a  dull  red  and  white  turban  and  a 
yellow-brown  quiver  slung  at  his  back;  he  holds  a  stand- 
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86d 


ing  brown  camel  with  a  rope.  The  load  on  its  back  is  in 
dull  blues,  pinks,  and  browns. 

In  the  distance  on  the  far  left  is  a  huge  gray  classical 
building  with  a  three-tiered  fountain  in  the  center  under 
the  coffered  vault,  pouring  out  blue  and  white  falling 
water.  Two  large  smoking  yellow  and  gray  vases  stand  on 
the  upper  step  of  the  building  at  the  left.  In  the  foreground 
below  is  a  white  vase  ornamented  in  blue,  filled  with  dark 
red  and  purple  flowers  and  dark  brown-green  and  blue- 
green  foliage.  Between  it  and  the  guitar  player  is  a  dark 


dull  orange  pineapple  plant  with,  below  it,  a  dark  gray  and 
brown  bowl  on  three  legs  and  a  dark  blue  round  vase,  with 
beads  and  red-centered  medallions  hanging  from  its 
mouth,  on  a  dark  brown  stand.  Between  the  vase  and  the 
bowl  is  a  red  and  pale  gray  turban  with  a  dark  brown 
plume  and  a  white  crescent.  On  the  left  are  large  dark 
brown  and  black  fronds,  on  the  right  a  stiff  oval  fan, 
pinkish  gray  with  dark  brown  and  dark  blue  spots.49  Un- 
der the  support  for  the  music  books,  dark  pink  and  purple 
drapery  conceals  most  of  a  quiver  with  gray-feathered 
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arrows.  On  the  right  is  a  dark  brown  box,  presumably  for 
tea,  with  yellow  metal  bands  at  the  base  and  corners;  it  is 
decorated  with  red  and  white  flowers  and  blue  leaves. 
Beside  it  are  a  dark  blue  and  pink  teapot  and  a  dull  yellow 
and  brown  short  sword  and  shield. 

The  marble  platform  on  which  Asia  sits  is  in  shades  of 
dull  gray,  blue,  purple,  and  brown.  Below  the  bales  on 
which  her  arm  rests  is  a  round  yellow  and  brown  table 
with  a  yellow-fringed  red  cloth  draped  over  part  of  it.  On 
the  table  is  a  small  covered  vessel  and  a  string  of  pearls 
hangs  over  the  edge;  under  it  is  an  open  green  box  with  a 
pink  lid,  ornamented  in  yellow,  containing  yellow  objects. 
Behind  this  is  a  dark  blue-gray  vessel  with  a  gold  chain.  On 
either  side  of  Asia's  throne  is  a  gray  or  pinkish  gray  plinth 
with  the  statue  of  a  seated  Chinese  figure  on  top  of  each. 
Above  Asia  is  a  large  pink  drapery  with  a  blue-shaded 
lining.  On  the  right  are  green-leaved  trees  with  brown 
trunks;  one  is  a  palm  with  bunches  of  dull  yellow  dates.  In 
the  distance  are  gray  and  pale  brown  buildings  with  pale 
green  and  white  vegetation.  The  sky  is  pale  gray.  The 
foreground  is  very  dark,  in  shades  of  gray  and  brown,  with 
many  plants,  mostly  in  dark  green,  brown,  and  black.  On 
the  lower  right  in  black  and  brown  is  inscribed:  dm  [de 
Menou]  •  beauvais. 


Details  of  86d 


CONDITION 


Some  slits  have  been  coarsely  sewn  up,  but  there  are  no 
large  noticeable  areas  of  repair. 


SUBJECT 

Some  of  the  attributes  are  traditional  in  representations 
of  Asia,  including  the  heaps  of  treasure,  the  jewels,  incense 
burners,  camels,  and  turbans.50  The  enormous  building 
presumably  is  intended  for  a  classical  structure  in  Asia 
Minor.  The  crescent  on  the  turban  on  the  ground  shows 
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that  it  is  Turkish.  There  are  also  objects  from  China,  such 
as  the  statues,  the  blue  and  white  vase,  the  teapot,  and  the 
painted  chest,  but  nothing  from  India;  French  possessions 
there  were  minimal  at  this  date.  Asia's  bales  and  the  camels 
with  their  attendants  convey  the  idea  of  the  importance  of 
trade  with  this  continent. 


RELATED  TAPESTRY 

The  example  in  the  National  Trust  set  is  smaller;51  the 
left  side  of  the  classical  building  is  not  visible,  the  upper 
border  cuts  through  the  treetops,  and  the  right  border  is 
immediately  behind  the  man  by  the  reclining  camel.  The 
second  camel  driver  does  not  appear. 


86e  Sofa,  America  and  Europe 

DESCRIPTION 

On  the  back,  America  is  seated  on  the  left.  She  is  nude  to 
the  waist  except  for  red  and  blue  earrings  and  necklace. 
There  are  red,  white,  and  blue  feathers  on  her  head  and  a 
white  drapery  with  red  ornamentation  on  the  hem  over 
her  knees  and  left  shoulder.  She  rests  her  right  hand  on  a 
wrapped  bundle  of  brown  sticks  and  one  foot  on  a  bow 
and  quiver.  There  is  a  large  turtle  shell  at  her  back.  Behind 
her  a  boy  holds  a  pole  with  native  weapons  attached  to  it 
and  a  round  white  Plains  Indian  shield  decorated  in  dark 
brown.  America  holds  out  her  left  hand  toward  two 
women  sitting  on  a  low  platform  in  the  center  of  the  panel. 


86e 


The  one  on  the  left  (France)  wears  a  royal  crown,  red 
dress,  and  blue  cloak.  Her  left  arm  rests  on  a  yellow  shield 
displaying  fleurs-de-lis,  and  two  stalks  of  white  lilies  lie  at 
her  feet.  She  holds  out  her  right  hand  to  America  and  turns 
her  head  toward  her  companion,  Europe.  The  latter  wears 
a  yellow  helmet  with  pink  and  crimson  plumes,  yellow 
armor,  red  drapery,  and  sandals  with  blue  straps.  She 
holds  a  yellow  cornucopia  filled  with  flowers  and  grapes 
and  rests  her  left  hand  on  a  yellow  scepter.  In  the  sky 
above  the  women  is  a  winged  Victory,  nude  except  for 
white  drapery;  she  holds  a  green  palm  frond  in  one  hand 
and  raises  a  wreath  above  France's  head  with  the  other. 

At  the  extreme  left  are  a  standing  woman  in  pink  and 
blue  and  a  nearly  nude  man  with  a  red  headband,  who  lies 
over  a  brown  and  gray  bale  and  grasps  an  anchor.  In  the 
distance  between  America  and  France  are  Neptune  in  his 
chariot  and  a  conch-blowing  Triton,  all  in  pale  gray.  To 
the  right  of  Europe  is  a  white  horse  with  a  gray  mane  and 
tail.  Below  it  is  a  pile  of  symbolic  objects,  including  a 
miter,  a  papal  tiara,  and  a  crown,  all  in  yellow;  a  blue  orb 
with  gold  stars;  compasses,  cannon,  a  spear,  a  shield,  a 
gold  trumpet,  a  white  drum,  and  blue  and  lavender  dra- 
peries. To  the  right  a  Roman  warrior  sitting  on  the  ground 
wears  blue-gray  armor;  he  holds  a  gray  mace  in  one  hand 
and  places  the  other  on  a  gray  shield.  A  man  seen  from  the 
back  behind  him  has  blue  plumes  on  his  helmet  and  pale 
yellow  clothing;  he  holds  pale  pink  and  gray  banners  and 

fig.  67.  Sofa  back,  America  and  Europe^  by  Jean  Jacques  Francois  Le 
Barbier.  Oil  sketch.  Mobilier  National,  Paris. 


has  a  gray  shield  at  his  feet.  Some  buildings  are  dimly  seen 
in  the  distance.  The  sky  is  gray,  the  foreground  is  in  shades 
of  green,  dull  yellow,  brown,  and  gray,  with  dark  green 
plants. 

On  the  seat,  slightly  to  the  left  of  the  center,  is  a  pale 
brown  ox  with  a  dull  red  cloth,  embroidered  in  yellow, 
over  its  back.  Behind  it  is  a  pale  green  snake  twisted 
around  a  broken  gray  column,  confronting  a  pale  gray 
flying  eagle.  In  front  of  the  ox  is  a  gray  monkey  sitting  on  a 
blue  quiver  filled  with  arrows,  holding  a  white  feather 
headdress  and  a  parasol  lined  in  pale  pink.  Some  red  and 
yellow  fruit  lies  on  the  ground  below.  A  red  and  blue 
parrot  sits  on  a  branch  of  a  brown  tree  stump;  to  the  left 
are  green  plants  like  small  pine  trees.  On  the  far  left  in  the 
foreground  is  a  green  plant  with  red  flowers.  Above  it 
towers  a  pale  gray  cliff,  topped  with  blue-green  grass, 
which  partly  conceals  a  large  ship  with  pale  gray  sails.  On 
the  ground  alongside  are  pale  brown  bales  and  a  gray  mule 
with  pink  trappings.  Other  ships  are  visible  in  the  blue  sea, 
and  in  the  distance  to  the  right  of  the  broken  column  is  a 
dimly  seen  headland  with  buildings. 

In  the  center  are  two  gray  classical  columns  supporting 
a  slab;  a  small  round  temple  is  seen  between  them.  Below 
this  is  a  suit  of  Roman  armor  on  a  pole  and  a  cock,  with 
red  crest  and  wattles,  standing  on  a  blue  and  gray  globe. 
Below  the  armor  is  a  pile  of  produce,  including  purple 
grapes  and  plums,  red  and  yellow  peaches  and  pears,  and 
yellow  ears  of  wheat.  Beside  the  globe  are  a  purple-brown 
sheep  and  a  ram  with  a  dark  brown  and  gray  dog.  Behind 


them  is  a  trophy  of  spears,  pink,  yellow,  and  blue  banners, 
bundles  of  sticks,  a  yellow  shield,  and  blue-gray  cannon.  A 
pale  gray  horse  leaps  toward  the  right.  Below  it  is  a  bust 
with  red  roses  and  white  narcissus.  A  battlemented  build- 
ing and  trees  are  seen  in  the  distance.  The  sky  is  pale  gray. 
The  foreground  is  in  shades  of  brown,  green,  gray,  and 
pale  yellow. 

Each  armrest  shows  architectural  elements,  pine  trees, 
leaves,  and  flowers  in  shades  of  green,  blue,  and  red. 


CONDITION 

No  repairs  are  apparent. 


SUBJECT 

On  the  back,  the  bundle  of  rods  held  by  America  sym- 
bolizes the  union  of  the  thirteen  United  States.  France  is 
introducing  the  new  nation  to  Europe  across  Neptune's 
domain,  the  Atlantic;  France's  discarded  armor  lies  at  her 
feet,  as  the  war  has  been  won,  and  Victory  crowns  her. 
Europe  has  her  usual  horse,  scepter,  orb,  cornucopia, 
weapons,  and  instruments  of  the  arts  and  sciences,  as  well 
as  symbols  of  Christianity,  with  which  she  is  frequently 
associated.52 

On  the  seat,  the  left  side  represents  America,  as  is  shown 
by  the  feather  headdress  in  the  monkey's  hand.  Monkeys 
and  parrots  are  often  used  to  symbolize  America.53  The 
ships,  bales,  and  loaded  mule  refer  to  the  importance  of 
trade  between  Europe  and  America.  The  significance  of 
the  eagle  attacking  a  snake  is  obscure,  though  the  snake 
might  stand  for  a  king  (George  III)54  and  the  eagle  for  the 
United  States;55  the  use  of  the  same  motif  on  an  Africa 
chair  (86n)  as  well  as  on  an  America  one  (86h)  makes  this 
interpretation  doubtful.  The  ox  or  bull  may  be  Europa's 
abductor,  or  it,  like  the  sheep,  may  merely  refer  to  the 
wealth  of  domestic  animals  in  Europe.  The  horse,  dog, 
temple,  and  cannon  are  customary  attributes  of  this  con- 
tinent.56 The  fruit  and  wheat  are  European  agricultural 
produce.  The  cock  is  presumably  France57  and  stands  on  a 
globe  to  indicate  French  worldwide  supremacy. 

SOURCE  OF  THE  DESIGN 

Le  Barbier's  painting  for  the  back  (reversed)  is  in  the 
Mobilier  National,  Paris  (fig.  67).  It  is  larger  than  the 


Detail  of  86e 

woven  panel,  with  the  composition  extended  on  both 
sides.  On  the  American  side,  the  standing  woman  holds 
out  her  hand  toward  some  rustic  buildings  and  a  rugged 
mountain.  The  corded  bale  by  the  anchor  is  more  con- 
spicuous and  there  is  a  flowering  plant  at  the  extreme 
edge.  On  the  European  side,  the  ends  of  the  banners  are 
visible  and  there  are  a  crane  and  what  are  probably  harbor 
buildings  in  the  distance.  There  is  a  large-leafed  plant  in 
the  foreground  and  more  of  the  reeds  and  other  plants  at 
the  base  are  visible. 

RELATED  TAPESTRY 

The  design  of  the  seat  is  the  same  as  that  found  on  the 
seat  of  a  sofa  in  the  Mobilier  National,  Paris.  Somewhat 
more  of  the  foreground  is  visible,  including  more  flowers 
on  the  far  left,  rocks  under  the  container  of  fruit  and 
wheat,  and  reeds  under  the  sheep. 

591 


86f  Sofa,  Asia  and  Africa 

DESCRIPTION 

On  the  back,  Asia  is  seated  on  a  low  platform  partly 
covered  with  a  blue  cloth.  She  is  dressed  in  yellow  with  a 
blue  headdress  and  a  pale  blue  belt.  She  holds  a  gray  shield 
decorated  with  a  gold  crescent  and  rests  upon  red  drapery 
and  a  blue  and  white  cushion  with  red  tassels.  An  attendant 
in  blue  behind  her  holds  a  smoking  yellow  censer  on  a 
chain.  To  the  left  a  reclining  woman  in  blue  and  lavender 
has  in  front  of  her  an  open  pale  yellow  box  with  a  red  lid; 
in  it  are  jewels,  including  a  chain  of  red  beads.  It  stands  on 
a  blue  cloth.  Behind  the  figures  a  red  table  supports  three 
yellow  vessels,  a  ewer  with  a  figure  for  a  handle,  a  bowl, 
and  a  smoking  censer.  In  the  distance  are  two  pale  gray 
sphinges  on  pedestals  flanking  some  steps.  Above  Asia's 


foot  is  a  yellow  smoking  censer,  and  in  the  distance  are 
three  gray  camels. 

Africa  is  nude  to  the  waist  and  has  a  yellow-brown 
lion-mask  over  her  dark  hair.  She  wears  white  drapery 
with  a  pink  sash  and  sandal  straps  and  sits  on  a  leopard 
skin.  The  attendant  standing  behind  her  is  in  blue  and 
holds  a  pale  pink  parasol.  A  kneeling  black  man  with 
drapery  holds  a  white  elephant  tusk;  four  others  lie  beside 
him,  as  well  as  a  basket,  filled  with  red  and  yellow  fruit,  on 
a  red  cloth.  A  bow  and  a  yellow  and  brown  quiver  lie  at 
Africa's  feet.  On  the  right  are  two  blacks  in  chains;  one 
has  blue  drapery,  the  other  red.  A  gray  elephant  is  seen 
from  behind  in  the  distance.  The  sky  is  pale  blue  and  gray. 
The  foreground  is  in  shades  of  green,  brown,  gray,  and 
pale  yellow.  There  are  some  plants  with  red  and  white 
flowers. 

On  the  seat,  the  African  animals  on  the  left  include  a 


yellow  and  brown  lion,  a  spotted  leopard  in  the  same 
colors,  and  a  brown  and  gray  ichneumon  (similar  to  the 
one  seen  on  86c  and  o).  There  are  also  three  red-headed 
white  ibises.  In  the  distance  on  the  left  are  a  gray  pyramid 
and  a  distant  city  behind  some  trees.  There  is  also  a  pale 
gray  elephant  and  two  birds.  Among  the  green  and  yellow 
plants  in  the  foreground  is  one  with  long  drooping  red 
flowers.  In  the  center  of  the  panel  is  a  large  pale  yellow 
elephant  tusk  with  a  yellow  scepter  topped  by  lavender 
and  white  ostrich  plumes  lying  across  it.  Below  is  a  pile  of 
purple,  blue,  and  red  fruit  and  yellow  and  brown  wheat 
ears,  with  black  and  white  plumes  below.  A  white  animal, 
probably  a  sheep,  stands  below  the  arch  of  the  tusk,  over 
which  is  thrown  a  richly  ornamented  yellow  and  brown 
fabric.  Jewels,  vases,  and  plumes  in  shades  of  brown,  gray, 
and  yellow  are  heaped  about  it.  Two  crescents  are  visible. 
On  the  right  is  a  gray  camel  above  a  wreath  of  roses.  In  the 
distance  is  a  gray  ram  and  on  the  left  a  smoking  altar.  The 
sky  is  pale  gray.  The  foreground  is  in  shades  of  gray, 
brown,  and  green,  with  yellow  plants. 
The  armrests  are  similar  to  those  of  86e. 


CONDITION 

No  repairs  are  apparent. 

SUBJECT 

On  the  back,  each  continent  seems  to  be  showing  the 
other  what  she  has  to  trade:  Asia,  jewels  and  other  pre- 
cious objects;  Africa,  ivory  and  slaves.  The  crescent  on  the 
shield  presumably  refers  to  Turkey,  but  the  sphinges  must 
be  associated  with  Africa;  the  bow  and  the  elephant  are 
usual  symbols  for  this  continent.58 

On  the  seat,  the  ibises,  lion,  and  ichneumon  appear 
again  as  African  fauna,  as  in  86c  and  860;  the  leopard  is  an 
addition.  Ivory  and  ostrich  feathers  are  also  found  in  the 
wall  hanging,  as  is  the  scepter  with  plumes.  The  pile  of 
treasure,  the  crescents,  and  the  camel  are  also  seen  in  86d, 
but  the  white  animal  is  hard  to  identify  with  certainty. 


RELATED  TAPESTRY 

The  back  of  the  sofa  in  the  Mobilier  National  is  wider, 
showing  the  whole  of  the  elephant  on  the  right,  which  is 
seen  from  behind.  Below  it  is  a  flowering  plant. 


86g  Chair,  America 

DESCRIPTION 

On  the  back,  America  wears  a  white  skirt  with  a  pink 
sash  and  sits  on  a  huge  brown  turtle.  A  man  standing 
beside  her  is  dressed  in  red,  white,  and  blue;  he  holds  a 
stick  (perhaps  a  long  tobacco  pipe)  ornamented  with 
feathers  and  a  round  dark  brown  and  white  shield.  A 
brown  and  white  bow  and  quiver  lie  on  the  ground  at 
America's  feet.  The  distant  trees  are  green  and  brown 
palms.  The  sky  is  yellow-gray,  the  landscape  and  fore- 
ground are  in  shades  of  green,  brown,  and  gray. 

On  the  left  of  the  seat,  a  dark  gray-green  bearded  mon- 
key sits  on  a  gray  pedestal  and  holds  a  round  object  in  its 
front  paws.  There  is  a  red-brown  squirrel  in  the  center  and 
a  larger  gray  and  white  striped  animal  (perhaps  intended 
to  be  a  chipmunk)  eating  a  leaf  to  the  right.  In  the  fore- 
ground is  a  basket  of  fruit  and  flowers,  including  some 
purple  grapes.  A  tall  gray  cliff  rises  in  the  background  on 
the  left,  and  there  is  a  group  of  green  pine  trees  in  the 
center.  There  are  bales  and  barrels  on  the  right  in  front  of  a 
view  of  the  sea. 

The  armrests  of  all  the  chairs  show  trees,  leaves,  and 
flowers  in  red,  purple,  pink,  and  shades  of  green  and  gray. 

CONDITION 

The  sky  of  the  back  is  badly  worn. 

SUBJECT 

On  all  three  chair  backs  representing  America,  the  con- 
tinent is  shown  as  a  woman  with  red,  white,  and  blue 
feathers  on  her  head  and  an  arrow  in  one  hand.  There  is  a 
quiver  in  each  piece  and  a  small  round  shield  which,  ex- 
cept for  the  central  face  on  86h,  is  reminiscent  of  those 
used  by  Plains  Indians.  Feathered  pipes,  sometimes 
banded,  were  also  used  by  these  tribes,  though  they  were 
not  of  the  same  form  as  those  seen  on  86g  and  86i.59 
America's  companion  is  a  dark-skinned  man,  also  with  a 
feather  headdress. 

The  seats  have  landscapes  with  animals,  some  of  which 
are  probably  intended  to  be  typically  American;  they  also 
show  beasts  of  burden,  with  bales  and  barrels,  emphasiz- 
ing the  importance  of  trade. 
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On  the  chair  back  86g,  the  turtle  (seen  also  on  the  sofa 
86e)  is  a  novel  replacement  for  the  usual  alligator.  The 
column,  snake,  and  eagle  of  86h  are  repeated  from  the 
same  sofa. 


SOURCE  OF  THE  DESIGN 

Le  Barbier's  paintings  for  the  back  and  seat  (reversed) 
are  in  the  Mobilier  National,  Paris  (figs.  68,  69). 60  Both 
are  somewhat  larger  than  the  tapestry  panels.  On  the 
back,  the  whole  of  the  taller  palm  is  visible  and  there  is 
substantial  vegetation,  perhaps  intended  to  represent  ex- 
otic plants,  in  the  foreground. 


86h  Chair ,  America 


DESCRIPTION 

On  the  back,  America  has  lavender-pink  drapery  and  a 
cloak  of  brown  and  tan  spotted  fur.  She  rests  her  left  wrist 
on  an  upright  quiver.  A  dark-skinned  man  standing  beside 
her  has  a  dull  red  cloak  and  holds  a  bow  and  a  round  pale 
brown  shield.  There  is  a  tall  palm  tree  on  the  right. 

On  the  seat,  a  sumpter  mule  in  blinkers  has  pale  laven- 
der plumes  on  its  head,  blue  and  pale  yellow  harness,  and 
red  and  red  and  yellow  drapery  over  its  burden.  There  is  a 
small  bearded  monkey  on  the  left  and  a  brown  four-legged 
creature  on  the  right.  In  the  distance  is  a  gray  broken 
column  with  a  snake  twisted  around  it;  a  flying  eagle  at- 
tacks from  above.  There  are  large  flowers  and  foliage  in 
the  foreground  and  ships  and  bales  in  the  distance  on  the 
left. 


CONDITION 

The  edges  of  the  back  are  worn. 


88i  Chair,  America 

DESCRIPTION 

On  the  back,  America  wears  a  blue  skirt  and  a  purple 
scarf.  A  brown  man  behind  her  holds  a  quiver.  A  round 
shield  in  dark  red,  black,  and  brown  lies  on  the  ground. 
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On  the  seat,  a  large  brown,  tan,  and  gray  bull  is  seen 
lying  down  on  the  left  and  two  brown  and  tan  sheep  on 
the  right.  Behind  the  latter  is  a  blinkered  mule.  Bales  and 
barrels  appear  between  the  animals  and  there  are  ships  on 
the  sea  in  the  background.  There  are  several  trees  and 
much  vegetation  in  tones  of  green,  brown,  and  gray. 


CONDITION 

The  sky  of  both  back  and  seat  is  somewhat  worn. 


SOURCE  OF  THE  DESIGN 

Le  Barbier's  painting  for  the  back  (reversed)  is  in  the 
Mobilier  National,  Paris  (fig.  70).  It  is  larger  than  the 
tapestry  panel,  showing  a  much  more  important  building 
in  the  background.  America  supports  a  long  tobacco  pipe 
with  a  pair  of  wings  tied  near  the  bowl,  an  object  which  is 
only  indistinctly  seen  in  the  tapestry. 


fig.  70.  Chair  back,  America,  by  Jean  Jacques  Francois  Le  Barbier. 
Oil  sketch*  Mobilier  National,  Paris. 


86j  Chair,  Europe 

DESCRIPTION 

On  the  back,  Europe  has  white  plumes  in  her  helmet 
and  red  and  purple  draperies.  Her  companion  has  a  fleur- 
de-lis  top  to  his  gray  helmet  and  holds  a  pale  pink  banner 
as  he  leans  on  a  large  gray  shield.  Behind  Europe  is  a  drum 
wrapped  in  blue  drapery;  a  red  banner  lies  on  the  ground. 
In  the  distance  on  the  right,  a  man  holds  the  reins  of  a  pale 
gray  rearing  horse. 
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On  the  seat,  a  white  horse  with  dark  spots  bounds  be- 
side a  leaping  brown  and  white  dog.  Spades  and  a  rake  lie 
on  the  ground  at  the  left  and  a  bow  and  quiver  under  the 
dog.  Two  white  ducks  are  seen  in  the  distance  on  the  right. 

CONDITION 

Some  wear  is  apparent  at  the  top  of  the  sky  of  the  back. 


SOURCE  OF  THE  DESIGN 

Le  Barbier's  painting  for  the  back  (reversed)  is  in  the 
Mobilier  National,  Paris  (fig.  71).  It  is  larger  than  86 j, 
showing  a  tree  beyond  the  man  holding  the  horse.  The 
drapery  under  the  drum  is  clearly  a  flag,  indicating  the 
victories  of  Europe. 


FIG.  71.  Chair  back,  Europe,  by  Jean  Jacques  Francois  Le  Barbier.  Oil 
sketch.  Mobilier  National,  Paris. 


SUBJECT 

On  all  three  chair  backs  representing  Europe,  the  con- 
tinent is  a  woman  wearing  yellow  or  gray  classical  armor 
and  a  plumed  helmet.  She  holds  a  scepter  and  a  cornu- 
copia, a  yellow  crown  and  gray  cannon  lie  at  her  feet,  and 
there  is  a  horse  in  the  background.  These  are  all  standard 
symbols  for  Europe,  as  are  the  papal  tiara  and  globe  in 
861.  The  seats  all  include  a  horse  and  other  domestic  ani- 
mals. The  cocks  in  86k  and  861  probably  stand  for  France. 
There  are  no  indications  of  commerce,  suggesting  that  the 
other  continents  bring  their  produce  to  Europe. 


86j 
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86k  Chair,  Europe 

DESCRIPTION 

On  the  back,  Europe's  plumes  are  blue  and  she  wears 
purple-pink  and  blue  drapery.  She  sits  on  a  gray  carved 
block  of  stone  and  has  her  feet  on  a  cannon.  A  short  sword 
with  a  red  hilt  leans  against  it  and  a  white  map,  on  which  a 
crown  rests,  falls  over  it.  Her  companion  is  in  armor  with 
yellow-brown  drapery  and  holds  a  spear.  A  man  and  a 
pale  gray  horse  are  partly  seen  in  the  distance  on  the  left 
and  some  buildings  on  the  right. 

On  the  seat,  a  blue  and  pale  brown  cock  with  red  comb 
and  wattles  stands  protectively  on  the  left,  with  three  hens 
in  front  of  it.  A  brown  and  gray  goat  reclines  on  the  right 
in  front  of  some  pale  lavender  drapery.  In  the  distance  a 
pale  gray  horse  is  dimly  visible  and  there  is  a  bush  with  red 
roses  in  the  foreground. 
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fig.  72.  Chair  seat,  Europe,  by  Jean  Jacques  Francois  Le  Barbier.  Oil 
sketch.  Mobilier  National,  Paris. 


CONDITION 

There  are  no  noticeable  damaged  areas. 

SOURCE  OF  THE  DESIGN 

Le  Barbier's  painting  for  the  seat  (reversed)  is  in  the 
Mobilier  National,  Paris  (fig.  72).  It  is  larger  than  86k, 
showing  a  large  rock  behind  the  cock.  It  is  clear  that  the 
goat  is  lying  in  front  of  a  heap  of  military  equipment  and 
banners. 


861  Chair,  Europe 

DESCRIPTION 

On  the  back,  Europe  has  red  plumes  in  her  helmet  and 
blue  drapery  over  her  yellow  armor.  Her  attendant  wears 
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a  green  wreath  with  dark  pink  drapery  and  holds  a  gray 
shield  and  a  white  banner.  On  the  ground  beside  Europe 
are  a  papal  tiara,  miter,  and  crown.  On  the  left  are  a 
yellow  ewer  and  a  white  globe  held  by  yellow  bands.  A 
horseman  in  blue  is  seen  in  the  distance  on  the  left  and  part 
of  a  gray  column  on  the  right. 

On  the  left  of  the  seat,  a  brown,  black,  and  gray  cock 
with  red  comb  and  wattles  stands  on  a  blue  ball.  On  the 
right,  a  gray  and  white  cow  drinks  from  the  blue  water  in  a 
gray  stone  trough.  Beside  it  stands  a  black,  brown,  and 
gray  goat  and  three  chickens.  Red  drapery  falls  over  an 
oblong  gray  object  in  the  foreground.  A  pale  gray  horse  is 
seen  running  in  the  distance. 

CONDITION 

There  are  no  noticeable  damaged  areas. 


86m 

86m  Chair,  Africa 


DESCRIPTION 

On  the  back,  Africa  has  an  elephant  head  on  her  head, 
and  she  is  dressed  in  pale  yellow  with  blue  drapery.  Her 
necklace  is  blue  with  a  red  gem.  Her  attendant  is  in  dull 
red-brown  and  his  parasol  is  lavender  with  chains  of  blue 
and  red  beads  looped  around  its  edge.  A  lion  crouches  on 
the  right.  In  the  distance  behind  it,  an  elephant  is  partly 
visible  and  there  are  palm  trees  on  the  left. 

On  the  left  of  the  seat  is  a  dark  brown  bear,  in  the  center 
a  brown  and  tan  spotted  feline.  White  elephant  tusks  and 
ostrich  feathers  lie  in  the  foreground  with  an  open  pome- 
granate and  large  red  fruits.  On  the  right  is  a  brown  basket 
with  purple  and  white  bunches  of  grapes  and  dull  yellow 
ears  of  wheat.  In  the  distance  on  the  left  is  a  pale  gray 
elephant. 
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CONDITION 

The  sky  is  badly  worn  on  both  back  and  seat. 


SUBJECT 

On  the  three  chairs  representing  Africa,  the  attendant  of 
the  woman  personifying  the  continent  is  a  black  man 
holding  a  parasol.  Each  woman  wears  earrings  and  a 
necklace  and  two  of  them  have  elephant  headdresses  and 
are  accompanied  by  lions.  The  seats  show  African  animals 
and  fruits  indicating  the  productivity  of  the  continent. 


86n  Chair,  Africa 

DESCRIPTION 

On  the  back,  Africa  has  pink  feathers  in  her  hair  and 
dull  red-brown  draperies.  A  basket  of  fruit  lies  beside  her. 
Her  attendant  is  in  dull  green  and  holds  a  pale  blue  parasol. 
There  are  a  bow  and  a  quiver  in  the  lower  right  corner. 

On  the  seat,  there  is  a  tiger  or  leopard  in  the  center  and  a 
brown  and  tan  lion  with  a  red  eye  lying  down  on  the  right. 
It  places  its  paw  on  an  anchor.  Two  red-headed  black  and 
white  birds,  similar  to  the  ibis  in  86c,  stand  on  the  left, 
with  pyramids  and  an  elephant  in  the  distance  behind 
them.  On  the  right  is  the  broken  column  with  a  snake 
twisted  around  it,  attacked  by  a  flying  eagle,  also  found  on 
86e  and  86h.  Below  it  are  bales  and  barrels  on  the  shore  of 
a  dull  blue  sea  with  several  ships.  In  the  foreground  are 
purple  and  white  bunches  of  grapes,  an  open  pomegran- 
ate, and  red  fruit. 


CONDITION 

The  sky  is  worn  on  back  and  seat. 


860  Chair,  Africa 

DESCRIPTION 

On  the  back,  Africa  has  a  red  and  a  blue  necklace  and 
wears  a  white  dress  and  red  drapery.  She  places  one  hand 
on  the  head  of  a  pale  brown  lion  lying  beside  her  and  holds 
a  spear  in  the  other.  Her  attendant  has  a  pale  lavender 
parasol  edged  with  pink,  blue,  and  white  dangling  gems.  A 
basket  of  fruit  and  flowers  stands  in  the  lower  right  corner 
and  a  man  with  an  elephant  is  dimly  seen  in  the  distance 
on  the  left. 

On  the  seat,  a  reclining  brown  and  tan  lion  occupies  the 
right  side  of  the  composition,  with  a  brown  and  gray  ich- 
neumon, in  the  same  pose  as  those  on  86c  and  86f,  on  the 
left.  In  the  background  is  a  gray  pyramid  and  in  the  dis- 
tance on  the  left  a  pale  gray  elephant.  In  the  center  below 
the  pyramid  is  a  pale  blue  cushion  with  two  ostrich  feath- 
ers on  it;  it  rests  on  dark  purple  feathers  and  beside  it  are 
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three  ostrich  eggs  and  two  elephant  tusks.  Below  the  tusks 
on  the  left  are  purple  grapes,  a  yellow  pear,  and  a  red  fruit. 


CONDITION 

The  sky  in  the  seat  back  is  much  repaired. 

SOURCE  OF  THE  DESIGN 

Le  Barbier's  painting  for  the  seat  (reversed)  is  in  the 
Mobilier  National,  Paris  (fig.  73 ).  It  is  larger  than  860;  the 
central  pyramid  is  taller  and  thinner  and  there  is  another 
one  beside  the  ichneumon. 


RELATED  TAPESTRY 

The  design  of  the  back  was  used  for  a  panel  mounted  as 
a  firescreen  in  the  Mobilier  National.  It  is  larger  than  860, 
showing  more  sky  above  the  parasol,  more  of  the  tree  to 
the  left  of  the  man  with  an  elephant,  more  bushes  on  the 
right,  and  more  plants  in  the  foreground. 


fig.  73.  Chair  seat,  Africa,  by  Jean  Jacques  Francois  Le  Barbier.  Oil 
sketch.  Mobilier  National,  Paris. 


86p  Chair,  Asia 

DESCRIPTION 

On  the  back,  Asia's  turban  is  red  and  white;  she  has  a 
red  dress  with  white  spots  and  yellow  drapery.  She  holds 
white  beads  in  one  hand  and  a  spray  of  flowers  in  the 
other,  as  she  sits  on  a  blue  cushion  with  a  smoking  incense 
burner  beside  her.  Her  attendant  is  in  blue  with  lavender 
drapery  and  wears  a  red,  white,  and  blue  headdress;  at  her 
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feet  are  a  brown  vase  and  a  dark  brown  jewel  box.  A  man 
leading  a  camel  is  dimly  seen  in  the  distance  on  the  left. 
Under  the  main  group  is  a  pale  blue  carpet  with  a  wavy  red 
line  around  the  border. 

On  the  seat,  a  large  gray  and  brown  bear  is  seen  on  the 
left,  with  a  pale  gray  dromedary  in  the  distance  behind  it. 
On  the  right  are  a  white  and  a  brown  sheep.  A  smoking 
yellow  incense  burner  stands  below  the  bear.  Beside  it  are 
other  yellow  vessels,  an  open  box  with  red,  white,  and 
blue  beads  and  a  crescent  in  it,  blue  drapery  with  a  yellow 
pattern,  and  white  drapery  edged  with  pink.  In  the  dis- 
tance on  the  right  are  an  obelisk  and  a  building. 

CONDITION 

A  large  tear  in  the  sky  of  the  seat  back  has  been  coarsely 
mended. 

SUBJECT 

On  all  the  chairs  representing  Asia,  the  woman  personi- 


fying the  continent  wears  a  turban,  and  she  or  her  atten- 
dant carries  a  smoking  yellow  censer.  There  are  open 
jewel  boxes  on  backs  and  seats,  symbolizing  the  wealth  of 
the  continent,  and  camels  in  the  distance. 

SOURCE  OF  THE  DESIGN 

Le  Barbier's  painting  for  the  back  (reversed)  is  in  the 
Mobilier  National,  Paris  (fig.  74).  It  is  larger  than  86p. 
There  is  a  battlemented  city  wall  and  tower  behind  the 
attendant's  censer  and  the  incense  burner  in  the  fore- 
ground is  taller  and  more  elaborate. 

86q  Chair,  Asia 

DESCRIPTION 

On  the  back,  Asia's  turban  is  blue  and  pale  yellow  and 
she  wears  a  purple-red  dress  and  yellow  shawl,  with  her 
feet  on  a  red  cushion.  Her  right  hand  rests  on  a  gray  shield 


decorated  with  a  crossed  scimitar,  arrow,  and  crescent; 
below  it  is  an  arrow-filled  quiver.  Asia  holds  out  a  green 
stem  to  her  attendant,  who  is  in  blue.  In  the  right  fore- 
ground are  a  yellow  ewer,  a  lavender  cloth,  and  the  jewel 
box  which  contains  blue  and  white  draperies.  In  the  dis- 
tance on  the  right  is  a  man  holding  a  pale  gray  camel. 

On  the  seat,  in  the  center  foreground,  is  a  pale  yellow 
and  brown  deer  with  dark  gray  and  brown  horns,  lying 
down,  and  a  standing  one  in  shades  of  gray-green,  gray, 
and  brown.  On  the  left  is  a  smoking  yellow  incense  burner 
and  a  tall  red  brimless  hat,  ornamented  with  a  yellow 
crescent  and  with  a  chain  of  pearls  around  it.  Blue  and 
purple  draperies,  another  vessel,  and  more  chains  of  pearls 
are  visible.  Behind  these  are  palm  trees  with  brown  fruit 
and  in  the  distance  a  pale  gray  camel.  Behind  the  deer  is  a 
pale  gray  altar  and,  on  the  right,  distant  buildings. 

CONDITION 

The  seat  has  a  conspicuous  water  stain  in  the  sky. 


86r  Chair,  Asia 

DESCRIPTION 

On  the  back,  Asia's  turban  is  red,  with  a  white  cloth 
falling  behind  it.  She  wears  a  pink  dress  shot  with  blue  and 
blue  drapery.  Her  feet,  in  red  slippers,  rest  on  a  dull  yellow 
and  red  cushion.  Her  attendant  has  a  white  turban  and  a 
dull  red-brown  dress;  she  holds  a  crimson  cloth  with  a 
white  pattern.  The  jewel  box  below  holds  blue  and  white 
cloths.  On  the  right  is  a  smoking  yellow  incense  burner.  In 
the  distance  above  it,  is  a  camel. 

On  the  seat,  in  the  center,  are  a  seated  and  a  standing 
sheep,  with  a  brown  and  white  dog  in  front  of  them.  On 
the  right  is  a  stand,  covered  with  a  red  cloth,  yellow 
fringed,  supporting  three  yellow  vessels;  smoke  rises  from 
the  central  one.  Below  it  is  an  open  lavender  box  with  a 
thrown-back,  green-lined  lid;  it  holds  white  drapery  and 
blue  beads.  In  the  background  is  a  broken  capital,  a  tem- 
ple, and  a  distant  camel. 
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CONDITION 

There  are  no  noticeable  damaged  areas. 
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catalogue,  December  13, 1974,  no.  55),  but  there  is  no  hole  for  the 
thumb.  A  palette  is  an  attribute  for  Europe  (Reallexikon,  "Erd- 
teile,"  col.  1167). 
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60.  French  in  America,  Detroit  Institute,  p.  104,  illus.  (back). 
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8  7  Upholstery  panels 


Backs  and  seats  for  two  chairs 


French  (possibly  Beauvais),  1804—14. 
Wool  and  silk. 

Backs  1  ft.  2  in.  x  1  ft.  1  in.  (36  cm  x  33  cm); 

seats  1  ft.  6V2  in.  x  2  ft.  (47  cm  x  61  cm). 

28  warps  per  inch,  1 1  per  centimeter. 

87a,b  Gift  of  Sophie  E.  Minton,  1899  (99.14); 

87c,d  Bequest  of  Sophie  E.  Minton,  1902  (02.15). 


DESCRIPTION 


On  the  backs,  a  yellow  N  on  a  red  ground  occupies  the 
center  of  a  medallion  in  yellow  brown,  within  a  circle  of 
acanthus  leaves  in  red,  yellow,  blue,  and  brown  on  a  dark 


\N  \  \  v  v 


brown  ground.  Attached  to  the  border  are  eight  blue  an- 
themia  with  small  red  triangles  at  their  bases;  they  alter- 
nate with  eight  red  and  pink  four-petaled  flowers  with 
dark  green  leaves.  The  ground  is  yellow. 

On  the  seats,  the  centers  of  the  medallions  differ.  Both 
have  pale  yellow  eight-petaled  flowers  on  red  grounds,  but 
87b  has  small  petals  with  eight  tripartite  forms  between 
them,  while  8yd  has  large  petals  with  red  spots  and  small 
balls  between  them.  The  sixteen  four-petaled  flowers  sur- 
rounding the  center  are  red  and  pink  with  dark  green 
leaves.  The  eight  anthemia  are  blue,  with  red,  yellow,  and 
brown  foliate  motifs  between  them.  The  ground  was 
probably  originally  pale  yellow.  A  narrow  band,  sepa- 
rately woven,  runs  around  three  sides  of  the  seat.  It  shows 
red,  blue,  brown,  and  yellow  flower  and  leaf  forms  on  a 
yellow  ground. 


CONDITION 


All  the  pieces  are  much  restored,  and  very  badly  worn, 
especially  the  seats;  the  colors  are  considerably  faded. 


RELATED  TAPESTRIES 

A  chair  with  the  same  frame  and  upholstery  is  in  the 
Cooper-Hewitt  Museum,  New  York  (acc.  no.  1931—95— 
15).  Tapestry  upholstery  of  very  similar  design,  but  with 
the  central  N  of  the  back  panel  replaced  by  a  flower,  is 
found  on  four  chairs  in  the  Grand  Trianon.  They  were 
supplied  by  the  upholsterer  Darsac  in  18 11;  his  bill  says 
that  they  were  covered  with  "Tapisserie  du  Garde- 
Meuble."1  The  tapestry  upholstery  for  the  Grand  Trianon 
was  from  the  Beauvais  manufactory.2 

NOTES 

1.  Denise  Ledoux-Lebard,  he  Grand  Trianon,  meubles  et  objets  d'art 
(Paris,  1975)  PP-  1 14,  219.  A  document  in  the  Archives  Nationales 
(series  O2  863)  concerned  with  the  Beauvais  manufactory  has  an 
entry  for  June  26,  1 810,  of  "2  petits  dessins  de  milieu  de  chaises 
pour  remplacer  les  N  placees  a  un  meuble  destine  au  Palais  de 
trianon"  (information  from  Denise  Ledoux-Lebard). 

2.  Ledoux-Lebard,  Grand  Trianon^  p.  13. 
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88  Upholstery  panels 

Seat  covers  for  four  chairs 


French  (possibly  Beauvais),  early  nineteenth  century. 
Wool  and  silk. 

28  in.  x  29—30  in.  (71  cm  x  74-78  cm). 
26  warps  per  inch,  10  per  centimeter. 
Gift  of  Spencer  A.  Samuels,  in  memory  of  Mitchell  Samuels, 
1981  (1981.202. 2-5). 

DESCRIPTION 

All  the  pieces  are  alike,  except  for  slight  differences  in 
the  dimensions.  Wool  is  used  only  for  the  warps,  which 
are  vertical.  The  ground  is  dark  pink;  except  for  the  cen- 
tral medallion  and  the  swag  of  flowers  with  its  ribbons,  all 
the  design  is  in  tones  of  brown  and  cream  with  dark  red 
outlines.  A  swan  with  outstretched  wings  stands  at  the  top 


of  each  piece.  The  eight-sided  medallion  in  the  center  has  a 
dark  and  light  blue  ground  and  encloses  a  four-sided  area 
with  a  white  and  pale  blue  ground.  On  this  is  a  bunch  of 
pink  and  red  roses  with  dull  green  and  brown  leaves.  Be- 
low is  a  swag  of  red,  pink,  and  white  roses  and  other 
flowers  held  by  a  blue  and  white  ribbon,  which  flutters  by 
the  large  feather  on  either  side. 

CONDITION 

All  the  pieces  have  been  formerly  mounted  as  chair  seats 
and  show  substantial  wear  at  the  base. 

PUBLICATION 

MMA  Annual  Report  1980-1981,  p.  32.  Listed,  dated  1810- 
20. 
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89  Still  Life,  Autumn 


French  (Beauvais);  designed,  1845,  by  Theude  Gronland 

(18 17-1876)  and  woven,  1846,  by  Rigobert  Milice. 
Designer's  and  weaver's  names  and  dates. 
Wool  and  silk. 

2  ft.  1  in.  x  1  ft.  9  in.  (64  cm  x  53  cm). 
30  warps  per  inch,  12  per  centimeter. 
Bequest  of  Julie  Heidelbach,  1932  (35.116.6). 

DESCRIPTION 

The  pale  yellow-gray  statuette  of  Bacchus,  apparently 
with  a  broken  or  misunderstood  left  arm,  rises  above  a 
mass  of  flowers  and  fruit.  A  pineapple  in  shades  of  brown 
and  dull  green  is  seen  on  the  right,  a  white  cyclamen  with  a 
red  tip  in  the  center,  and  a  dark  red  flower  on  the  left. 
Below  the  cyclamen  are  pink  and  purple  lilies,  one  with 
dewdrops,  yellow,  red,  and  purple  grapes,  and  a  large 
yellow  and  pink  apple,  with  a  dark  red  apple  on  the  right. 
A  large  dull  red  and  purple  leaf  with  yellow-green  veins 
appears  above  the  red  apple,  and  dull  purple  and  pink 
buds  with  dull  green  and  brown  leaves  are  seen  in  front  of 
the  pineapple.  A  dull  dark  green  leaf  with  conspicuous 
pale  green  veins  lies  under  the  yellow  apple.  The  whole 
mass  of  statue,  flowers,  and  fruit  is  supported  by  a  dull 
gray,  green,  and  brown  stone  slab,  resting  on  two  carved 
satyr  heads,  crowned  with  grapes.  The  background  is  in 
shades  of  brown  and  greenish  gray.  In  the  lower  left 
corner  is  inscribed  in  dull  orange:  1846  /  milice  rigobert. 
/  Mfre  Rle  [Manufacture  Royale]  de  Beauvais.  In  the 
lower  right  corner,  in  the  same  color,  is  inscribed:  Th. 
Gronland.  1 1845.  The  guard  (on  the  bottom  only)  is  dull 
lavender.  Silk  is  lavishly  used  throughout. 

CONDITION 

A  few  small  repairs  are  visible  near  the  inscriptions  and 
in  the  lavender  guard,  which  is  torn  at  the  lower  corners. 

SUBJECT 

The  statuette  of  Bacchus  and  the  prevalence  of  fruit 
suggest  that  the  subject  is  Autumn.  Panels  after  Gronland 
representing  Autumn,  Spring,  and  Winter  are  listed  in  the 
manufactory  records  of  1840-55.1 


SOURCE  OF  THE  DESIGN 

Gronland  exhibited  four  small  paintings  called  "Les 
Quatre  Saisons;  fruits  et  fleurs"  in  the  Paris  Salon  of  1845 
(no.  770).  89  was  certainly  copied  from  one  of  these, 
which  are  known  to  have  interested  the  director  of  the 
Beauvais  manufactory  and  were  borrowed  by  him  from 
the  dealers  Goupil  and  Vibert.2 

WEAVER 

Milice  was  head  of  the  workshop  {chefdes  travaux)  at 
Beauvais;3  he  received  a  silver  medal  in  1834.4  A  Fables 
tapestry  signed  "Milice  R  Fecit"  was  sold  at  Sotheby's, 
London,  July  6, 1984  (no.  Z5,  illus.).  The  director  in  1846 
was  Grau  de  Saint- Vincent.5 


HISTORY 

Bequeathed  to  the  MMA  by  Mrs.  Julie  Heidelbach  (Mrs.  Alfred 
Heidelbach),  Paris,  1932. 


EXHIBITION 

Hempstead,  New  York,  Emily  Lowe  Gallery,  Hofstra  Univer- 
sity, 197Z.  Eats:  An  Exhibition  of  Food  in  Art,  no.  44. 


PUBLICATION 

Phillips,  John  Goldsmith.  "A  Bequest  of  Gobelins,  Beauvais, 
and  Savonnerie  Panels."  MMA  Bulletin  31  (1936)  p.  30. 
Described;  weaver  called  Rigobert. 

NOTES 

1.  Ajalbert  extracts,  see  79,  note  8. 

2.  The  director  wrote  to  the  Intendant  General  in  1845:  "J'ai  vu  chez 
Goupil  et  Vibert,  marchands  d'estampes,  quatre  petits  tableaux  de 
fleurs  a  Thuile  de  Charles  [sic]  de  Groenland,  qui  representent  les 
'Quatre  Saisons.'  Je  pourrais  peut-etre  les  louer.  Cela  ferait  de  jolis 
cadeaux  .  .  ."  (Jean  Ajalbert,  Beauvais  basse-lisse  [Paris,  1933]  p. 
124). 

3.  A.  D.,  "Apres  Versailles,  toujours  Beauvais!"  Le  Bulletin  de  I3 Art 
Ancien  et  Moderne,  supplement  to  Revue  de  VArt  Ancien  et 
Moderne  47(1925)  p.  8  (quoted  from  a  letter  by  Jean  Ajalbert). 

4.  Ajalbert  extracts. 

5.  Badin,  Beauvais,  p.  47.  Grau  de  Saint- Vincent  is  described  as  a 
former  infantry  captain. 
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90  Reclining  Cupid 

Chair-back  cover 


French  (probably  Beauvais),  second  half  of  the  nineteenth 

century. 
Silk  and  wool. 

i  ft.  8V2  in.  x  1  ft.  8  in.  (52  cm  x  51  cm). 

25—27  warps  per  inch,  10  per  centimeter. 

Gift  of  Dr.  Margaret  Bancroft,  1974  (1974. 284.1). 


DESCRIPTION 

Cupid  has  blue  eyes  and  gray,  brown,  and  yellow-gold 
wings,  the  same  colors  that  are  used  for  his  hair.  He  re- 
clines on  blue  and  gray  drapery  and  holds  a  leafy  twig  in 
shades  of  brown  and  yellow.  Below  this  is  an  indetermi- 
nate object,  perhaps  a  brown  and  yellow  gourd,  tied  with 
a  dull  red  and  yellow  ribbon.  The  sky  is  pale  yellow  and 
the  indistinct  background  is  in  shades  of  pale  blue,  brown, 
yellow,  and  dull  green.  The  ground  outside  the  central 


medallion  is  dull  yellow.  The  design  of  scrolls,  flowers, 
and  fruit  is  in  tones  of  white,  brown,  dull  yellow,  green, 
pink,  red,  blue,  gray,  and  brown.  Roses  are  the  only  iden- 
tifiable flowers.  Wool  is  used  for  the  flesh  tones,  some 
browns  and  grays  in  the  hair  and  wings,  and  blues  in  the 
drapery,  but  silk  is  the  predominant  material 

CONDITION 

Small  nail  holes  around  the  circumference  show  that  the 
piece  has  been  used  on  a  chair,  when,  presumably,  it  was 
cut  all  around.  The  wefts  have  perished  in  two  small 
places  in  the  upper  right  corner. 

PUBLICATION 

MMA  Annual  Report  1974— 1975 >  p.  74.  Listed. 


91  Gardens 


Four  panels  for  a  screen 


French  (Beauvais);  designed,  1922,  by  Paul  Vera  (or  Vera) 
(1882-195 8)  and  woven  under  the  direction  of  L,  Carrier, 
head  of  the  workshop  (chef  des  ateliers),  and  Balavoine, 
assistant  head  (sous  chef),  by  Fremont,  Chouquet,  Quidart, 
Boulenger,  and  Yvorel  (principaux  executants),  1922-23. 
In  a  wood  frame  by  Paul  Follot. 

Wool  and  silk. 

Each  panel  6  ft.  3  in.  x  2  ft.  3  in.  (1.91  m  x  69  cm). 
17-18  warps  per  inch,  7-8  per  centimeter. 
Purchase,  Edward  C.  Moore,  Jr.  Gift,  1932  (32.99). 


DESCRIPTION 

Each  panel  shows  a  young  woman  with  a  child  standing 
on  a  greenish  yellow  and  brown  ball  supported  by  a  horti- 
cultural trophy.  In  the  far  left  panel,  she  wears  a  gray  and 
white  undergarment,  a  green  dress,  and  a  red  and  orange 
head  scarf;  the  child  is  in  gray  with  a  dull  yellow  hat  with  a 
pink  band.  He  holds  a  spray  of  leaves  in  shades  of  green. 
The  trophy  consists  of  a  dark  pink  ladder,  a  pinwheel  with 
red  and  blue  vanes  on  a  pale  brown  and  yellow  stick,  and  a 
pale  blue  bell-shaped  cover;  behind  it  is  a  pink  and  brown 
turkey  with  a  dark  brown  tail.  A  large  orange  and  red 
gourd  is  seen  in  the  foreground,  and  sprays  and  masses  of 
leaves,  fruit,  and  flowers  in  greens,  reds,  and  orange  are 
intertwined. 

In  the  second  panel,  the  woman  is  in  dull  orange  with  a 
dull  yellow,  brown,  and  gray  shawl.  The  child  is  nude, 
except  for  a  dull  yellow  hat;  he  uses  dark  blue  shears  to  cut 
a  branch  of  green  leaves  held  by  the  woman.  There  are  two 
dark  pink  ladders  with  brown  rungs;  on  one  a  pale  yellow 
hat  with  green  leaves  and  a  pink  rose  hangs  by  a  purple 
ribbon.  At  the  foot  of  the  ladder  on  the  left  stands  a  red- 
brown  rabbit,  reaching  for  some  green  leaves.  In  the  cen- 
ter, between  the  ladders,  is  a  pale  red-brown  bowl,  filled 
with  leaves  in  shades  of  green,  yellow,  and  brown;  a  gray 
rabbit  below  it  is  eating  green  leaves.  A  gray  sickle  lies 
beside  it.  On  the  right,  a  red-brown  deer  reaches  for  some 
green  leaves. 

In  the  third  panel,  the  woman  has  a  bright  yellow-green 
dress  with  a  blue  collar  and  is  crowned  with  dark  green 
leaves  and  a  brown  ear  of  wheat.  The  child  also  has  a 


green  leafy  crown  and  holds  a  branch  with  green  leaves 
and  orange  pears,  some  of  which  have  been  detached.  The 
ball  is  supported  by  a  three-tined  fork  and  a  long-handled 
sickle,  both  dark  gray  with  brown  sticks.  They  are  joined 
by  a  piece  of  blue  drapery  which  supports  a  pale  red  and 
yellow  basket  filled  with  fruit  and  leaves;  purple  and 
yellow-green  grapes,  green  and  orange-red  pears,  and  a 
blue-green  gourd  can  be  distinguished.  Below  the  basket 
are  two  pale  blue  and  green  doves. 

The  far  right  panel  shows  a  woman  with  purple  drap- 
ery, held  up  to  contain  a  bunch  of  green  leaves  and  yellow 
and  dull  red  flowers;  she  wears  a  wreath  of  red  flowers. 
The  nude  child  takes  a  yellow  flower  from  a  bunch  in  her 
right  hand  and  holds  a  spray  of  green  leaves  and  red  and 
yellow  flowers.  There  are  two  yellow-brown  butterflies  in 
the  air.  The  ball  is  supported  by  a  dark  gray  spade  with  a 
brown  handle  and  a  brown  rake,  joined  by  a  blue  drapery. 
A  gray  watering  can  stands  below,  filled  with  green  leaves 
and  red,  yellow,  and  purple  flowers;  foxgloves  and  cycla- 
men can  be  distinguished. 

The  background  to  all  the  panels  is  pale  lavender-gray 
with  dark  green  borders.  Silk  is  sparingly  used. 

CONDITION 

Undamaged. 

HISTORY 

Purchased  for  the  MMA  at  the  Beauvais  manufactory  by  means 
of  the  Edward  C.  Moore,  Jr.  Gift,  1932. 

EXHIBITION 

Paris,  1925.  Exposition  internationale  des  arts  decor atifs  et 
industriels  modernes:  Catalogue  general  officiel,  p.  277. 
Listed  as  in  the  display  of  the  Manufacture  Nationale  de 
Beauvais,  Jean  A j  albert,  adtninistrateur. 

PUBLICATIONS 

Ajalbert,  Jean.  "Autour  des  cartons  de  Beauvais."  La  Renais- 
sance de  VArt  Francais  et  des  Industries  de  Luxe  7  (1924)  p. 
586,  illus.  (one  panel). 


611 


Alexandre,  Arsene.  "Les  Manufactures  Nationales:  Les  Gobelins 
et  Beauvais."  La  Renaissance  de  I' Art  Francais  et  des  In- 
dustries de  Luxe  8  (1925)  p.  252,  illus. 

Verne,  Henri,  and  Chavance,  Rene.  Pour  comprendre  Vart 
moderne  en  France.  Paris,  1925,  p.  19,  illus.  (one  panel). 

Exposition  internationale  des  arts  decoratifs  et  industriels 
modernes,  Paris,  1925:  Rapport  general  Vol.  6,  Tissu  et 
papier.  Paris,  1928,  pi.  18,  illus.  as  exhibited  in  the  salon 
decorated  and  furnished  by  the  Manufacture  Nationale  de 
Beauvais.  Described  as  designed  by  Paul  Vera,  the  frame  by 
Paul  Follot.  Same  text  and  plates  published  as  Encyclopedie 
des  arts  decoratifs  et  industriels  modernes  au  XXeme  siecle. 
Paris,  n.d. 

Ajalbert,  Jean.  Les  Peintres  de  la  Manufacture  nationale  de 
Tapisseries  de  Beauvais:  Louis  Anquetin,  Paul  Vera.  Paris, 
1930,  pi.  VI,  unpaged  text  facing  pi.  1.  Dates  of  design  and 
weaving  given;  names  of  weavers  listed. 

Breck,  Joseph.  "A  Modern  Beauvais  Tapestry  Screen."  MMA 
Bulletin  27  (1932)  pp.  239,  240,  illus.  Described  as  the  most 
important  of  Paul  Vera's  works  for  Beauvais,  woven  1923- 
24. 

Breck,  Joseph.  "Beauvais  Tapestry  Screen."  Design,  1932-33, 
p.  219,  illus. 

Jones,  Mary  Eirwen.  British  and  American  Tapestries.  Had- 
leigh,  Essex,  1952,  p.  80,  illus. 
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FRANCE 


Aubusson 


The  tapestry  weavers  of  Aubusson  were  never  gathered  into  a  single  center,  but  preserved 
their  individual  workshops  after  Colbert  authorized  them  to  put  "Manufacture  royale"  after  their 
names  or  initials  on  each  piece.  Their  very  numerous  works  were  inexpensive  and  are  never  of  the 
same  quality  as  the  productions  of  Beauvais  or  the  Gobelins.  A  typical  landscape  with  vaguely 
Chinese  buildings  in  the  background  (95)  can  be  attributed  to  the  workshop  of  Jacques  Dorliac, 
since  it  repeats  the  design  of  one  of  a  set  of  tapestries  with  his  name,  made  in  1724.  Among  the 
eighteenth-century  upholstery  pieces,  mostly  chair  covers  (92—94,  96—99),  are  a  set  for  a  sofa  and 
nine  armchairs  with  representations  of  fables,  chiefly  from  La  Fontaine  (100);  the  designs  were 
derived  eventually  from  Oudry.  A  caparison  for  a  horse  with  the  arms  and  mottoes  of  the  baron  de 
Montmorency  (101)  was  made  in  the  mid-eighteenth  century,  probably  at  Aubusson,  and  a  large 
panel  of  the  Toilet  of  Venus  dates  from  the  last  quarter  of  the  century  (102).  A  print  by  Jean  Baptiste 
Huet  was  used  for  the  design  of  the  little  Worship  of  Cupid  (103)  of  about  the  same  date. 

A  revival  of  tapestry  weaving  took  place  in  Aubusson  in  the  1930s.  Comme  par  miracle  (104) 
contains  a  quotation  from  the  poem  of  this  name  by  Jean  Prevert;  it  was  designed  by  Jean  Lurfat  and 
woven  in  the  workshop  of  Francois  Tabard  in  1945. 
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92  Upholstery  panels 

Back  and  seat  for  a  chair 


French  (Aubusson),  late  seventeenth— early  eighteenth  century. 
Wool  and  silk. 

Back  2  ft.  i  in.  x  i  ft.  8V2  in.  (64  cm  x  52  cm); 
seat  1  ft.  11  in.  x  2  ft.  3  in.  (58  cm  x  69  cm). 
25  warps  per  inch,  8  per  centimeter. 
Gift  of  J.  Pierpont  Morgan,  1906  (07.225.502). 


DESCRIPTION 

On  the  back,  a  red  and  dull  pale  yellow  vase  stands  on  a 
blue  cloth  with  a  yellow  fringe  draped  over  a  gray  support 
above  a  yellow  and  brown  pedestal.  There  is  red  shading 
behind  the  fringe.  The  vase  is  filled  with  flowers,  leaves, 
and  fruit  in  shades  of  red,  gray,  and  blue-green.  Gray 
foxgloves,  grapes,  plums,  and  red  roses  can  be  distin- 
guished. A  swag  of  flowers  including  blue  convolvulus,  a 
red-striped  tulip,  and  pale  tan  roses  is  seen  at  the  sides  and 
bottom,  with  dull  pale  yellow  scrolls  at  the  edges.  The 
background  is  gray-brown. 

Scrolling  forms  in  dull  pale  yellow  and  brown  are  seen 
at  the  sides  and  bottom  of  the  seat.  They  rise  from  the 
lower  corners  into  vase  shapes,  holding  flowers,  fruit,  and 
leaves  in  red,  blue,  pale  yellow,  and  tan.  A  swag  of  similar 
flowers  and  fruit  falls  from  the  top.  The  background  is 
gray-brown. 


CONDITION 

Both  panels  are  much  restored.  The  seat  has  a  large 
rewoven  area  in  the  upper  right  corner  and  smaller  ones 
elsewhere. 


HISTORY 

In  the  Georges  Hoentschel  collection,  Paris,  bought  as  a  whole 

by  J.  Pierpont  Morgan,  1906. 
Given  to  the  MMA  by  J.  Pierpont  Morgan,  1906. 

PUBLICATIONS 

Perate,  Andre,  and  Briere,  Gaston.  Collections  Georges 
Hoentschel.  Paris,  1908,  vol.  2,  pi.  43  (seen  in  room). 

De  Ricci,  Seymour.  Louis  XIV  and  Regency:  Furniture  and 
Decoration.  Trans.  Prof.  W.  E.  Walz.  New  York,  1929,  pi. 
188. 
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93  Upholstery  panels 

Back  and  seat  for  a  chair 

French  (Aubusson),  1700-30. 
Wool  and  silk. 

Back  2  ft.  6  in.  x  2  ft.  3  in.  (76  cm  x  69  cm); 
seat  2  ft.  2  in.  x  2  ft.  6  in.  (66  cm  x  76  cm). 
16—18  warps  per  inch,  6—7  per  centimeter. 
Gift  of  J.  Pierpont  Morgan,  1906  (07.225.499). 


DESCRIPTION 

On  the  back,  a  dull  pale  yellow  peacock  with  a  red  eye 
and  green  and  black  markings  on  its  tail  perches  on  a  pale 
brown  branch  at  the  left,  and  a  blue,  red,  dull  yellow,  and 
pale  gray  parrot  is  seen  on  the  right.  The  background  is 
filled  with  red,  dull  pale  yellow,  and  gray  flowers  and 
buds,  with  leaves  and  stems  in  shades  of  green,  blue,  and 
pale  brown.  The  background  is  pale  blue  at  the  top,  dull 
pale  yellow  in  the  center,  and  black  at  the  bottom.  A  blue 
guard  is  visible  at  the  sides,  but  not  at  the  top  and  bottom. 

Flowers  and  foliage  like  those  on  the  back  cover  the 
entire  surface  of  the  seat.  The  background  is  pale  blue  at 
the  top,  dull  pale  yellow  in  the  center,  and  dark  dull  green 
at  the  bottom. 


CONDITION 

The  centers  of  both  back  and  seat  and  all  the  edges  are 
heavily  restored.  Yellow  silk  passages  have  been  rewoven 
throughout,  and  there  are  substantial  areas  of  bare  warps 
on  the  seat. 

RELATED  TAPESTRIES 

Similar  backs,  usually  with  birds  and  animals,  and 
seats,  with  flowers  and  foliage  only,  are  frequently  met 
with.  The  backs  of  94  show  an  animal  on  the  left,  which  is 
replaced  by  a  dog  on  chairs  in  the  Mme  de  Poles  sale, 
Galerie  Georges  Petit,  Paris,  June  22,  24,  1927  (no.  220, 
illus.),  and  a  sale  at  the  American  Art  Association-Ander- 
son Galleries,  New  York,  April  9,  1938  (no.  97,  illus.). 
There  is  a  peacock  with  the  parrot  on  another  chair  in  the 
Poles  sale  (no.  220,  illus.)  and  two  pigeons  on  another 
chair  in  the  April  9, 1938,  sale  (no.  97,  illus.).  Two  chairs 


in  the  Mrs.  William  Starr  Miller  sale,  Parke-Bernet,  New 
York,  November  15,  1944  (no.  263,  illus.),  have  animals 
on  the  left,  but  no  birds.  The  seats  of  all  these  chairs  are 
very  like  those  of  93  and  94. 

HISTORY 

In  the  Georges  Hoentschel  collection,  Paris,  bought  as  a  whole 

by  J.  Pierpont  Morgan,  1906. 
Given  to  the  MMA  by  J.  Pierpont  Morgan,  1906. 

PUBLICATION 

Perate,  Andre,  and  Briere,  Gaston.  Collections  Georges 
Hoentschel.  Paris,  1908,  vol.  2,  p.  13,  pi.  15. 
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94  Upholstery  panels 


Backs,  seats,  and  armrests  for  four  chairs 

French  (Aubusson),  1700-30. 
Wool  and  silk. 

Backs  2  ft.  2  in.  square  (66  cm); 
seats  2  ft.  4  in.  x  2  ft.  9  in.  (71  cm  x  84  cm); 
armrests  10  in.  x  5  in.  (25  cm  x  13  cm). 
1 8  warps  per  inch,  6  per  centimeter. 

Bequest  of  Angelika  Wertheim  Frink,  1969  (1970.66.1  [94a]; 
1970.66.2  [94b];  1970.66.3  [94c];  1970.66.4  [94d]). 


DESCRIPTION 

All  four  backs  are  very  similar,  though  one  shows  a 
somewhat  different  parrot.  A  small,  dull  pale  yellow  ani- 
mal with  a  bushy  tail  appears  in  the  lower  left  corner,  and 
a  long-tailed  parrot  with  a  blue  back  and  red  spots  on  its 
wing  perches  on  a  pale  brown  twig  on  the  right.  Most  of 
the  panel  is  filled  with  huge,  red  fringed  double  poppies 
and  roses,  with  green  and  dull  pale  yellow  leaves  and 
stems.  There  are  some  honeysuckle  flowers  among  the 
buds  at  the  tops.  The  backgrounds  are  dark  blue  at  the  top 
and  sides,  dull  pale  yellow  in  the  centers,  and  black  at  the 
bottom. 

On  the  seats,  flowers  and  leaves  like  those  of  the  backs 
fill  the  entire  panels,  with  similarly  colored  backgrounds. 

All  the  armrests  are  alike  (not  mirror  images),  with 
flowers  and  leaves  like  those  on  the  backs  and  seats. 


CONDITION 

All  the  panels  are  extensively  restored,  especially  in  the 
paler  areas. 

RELATED  TAPESTRIES 

See  93. 

PUBLICATION 

MMA  Annual  Report  1969—1970.  In  MMA  Bulletin,  n.s.  29 
(1970—71)  p.  103.  Listed  under  gifts  received. 
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95  Fantastic  landscape 


French  (Aubusson);  woven  probably  by  Jacques  Dorliac  (fl. 

1715-1742),  about  1725. 
Wool  and  silk. 

8  ft.  8  in,  x  7  ft.  6  in.  (2.64  m  x  2.29  m). 
15—16  warps  per  inch,  6  per  centimeter. 
Gift  of  Alexander  Smith  Cochran,  1911  (11. 175. 17). 

DESCRIPTION 

A  pale  yellow,  brown,  gray,  and  blue  bird  with  a  blue 
crest  stands  between  two  curving  pillars  of  foliage  in 
shades  of  green,  blue,  pale  yellow,  and  cream,  with  red 
and  cream  flowers.  A  small  gray  bird  is  seen  flying  in  the 
center.  A  stretch  of  pale  blue  water  appears  in  the  middle 
distance,  with  a  high  bridge  on  the  left,  a  waterfall  under 
it,  and  a  blue-gray  hill  in  the  center.  A  flight  of  steps  leads 
from  the  water  to  a  gray  building  with  a  double  roof  on  a 
beetling  rock.  Another  building  with  two  roofs,  one  pale 
yellow  and  one  blue,  and  two  tiers  of  columns  has  a  flag 
flying  from  its  dome.  Other  buildings  are  visible  on  the 
extreme  right.  In  the  foreground  on  the  left  is  a  clump  of 
dark  green  rushes.  The  sky  is  blue-gray  above,  cream  be- 
low. The  ground  is  in  shades  of  dark  brown,  green,  and 
gray;  on  the  left  are  some  large  plants  with  two  red  flowers 
and  a  brown  gourd.  There  is  a  pool  of  brown  and  gray 
water  on  the  right. 

The  border  is  in  shades  of  brown  and  cream,  with  the 
remains  of  dark  blue  guards. 

CONDITION 

There  are  a  few  small  areas  of  repair  in  the  foreground. 

WEAVER  AND  DATE 

The  appearance  of  the  same  design  on  part  of  a  tapestry 
belonging  to  a  set  of  which  two  pieces  are  signed  by 
Jacques  Dorliac  makes  this  weaver  very  likely  also  respon- 
sible for  95.  He  is  recorded  in  171 5  and  1742;  other  ver- 
dures with  his  name  are  known.1  The  repetition  of  the 
design  in  a  tapestry  probably  commissioned  in  1724  es- 
tablishes an  approximate  date. 

RELATED  TAPESTRIES 

The  same  scene  appears  as  the  left  side  of  a  tapestry  sold 
at  Sotheby's,  London,  March  3,  1978  (no.  3,  illus.).  It  is 


one  of  a  set  with  two  other  pieces  in  the  same  sale  (nos.  2, 
4,  illus.),  one  inscribed  "M.  R.  Daubusson  I.  Dorlia,"  the 
other  "I.  Dorliac  Aubusson."  The  design  is  also  part  of  a 
tapestry  in  a  set  of  eleven  pieces  sold  at  the  Gallerie 
Fischer,  Lucerne,  November  22-26,  i960  (no.  333,  il- 
lus.), inscribed  "J.  D.  M.  R.  Daubusson";  the  set  has  the 
arms  of  two  families  of  Novara,  Italy,  and  was  probably 
made  for  a  wedding  that  took  place  in  1724.  It  is  also  part 
of  one  tapestry  in  a  set  of  four  owned  by  the  Musee 
Departemental  des  Vosges.2  Other  repetitions,  with  some 
variations,  were  in  the  Pelletier  sale,  Hotel  Drouot,  Paris, 
December  3,  1930  (no.  131,  illus.);  the  Mme  Berthoulat 
sale  at  the  same  auction  house,  February  11,  1942  (no. 
126,  illus.),  and  a  sale  at  the  same  auction  house,  Decem- 
ber 21,  1967  (no.  145,  illus.);  the  last  has  the  Aubusson 
mark  and  that  of  an  unknown  weaver.  The  larger  bird  of 
95  is  found  on  a  tapestry  in  the  Lord  Baillieu  sale, 
Christie's,  London,  April  22, 1968  (no.  143,  illus.),  which 
is  inscribed  "M.  R.  D'Aubusson." 

HISTORY 

Given  to  the  MMA  by  Alexander  Smith  Cochran,  East  View, 
New  York,  191 1. 

PUBLICATIONS 

MMA  Annual  Report  19 11,  pp.  34,  61.  Listed  as  Flemish, 
eighteenth  century. 

J.  B.  [Joseph  Breck].  "Principal  Accessions:  Gifts  of  Tapes- 
tries." MMA  Bulletin  6  (191 1)  p.  217.  Listed  as  Flemish, 
eighteenth  century. 

Hunter.  Practical  Book  of  Tapestries,  p.  225,  pi.  xvi,c.  Attrib- 
uted to  John  Vanderbanc,  Soho. 

Hullebroeck,  Adolphe.  Histoire  de  la  tapisserie  a  Audenarde. 
Renaix,  1935,  p.  190,  no.  184.  Called  Audenarde,  eighteenth 
century. 

Standen,  Edith  A.  "Studies  in  the  History  of  Tapestry  1520- 
1790:  VI.  Some  Exotic  Subjects."  Apollo  114  (1981)  pp.  44, 
46,  fig.  4.  Identified  as  Aubusson,  probably  woven  by  Jacques 
Dorliac. 

NOTES 

1 .  Gobel,  Wandteppiche  II,  vol.  2,  p.  5  28.  A  set  of  five  verdures  signed 
"I.  Dorliac"  is  said  to  be  in  a  French  private  collection. 

2.  Exotisme  et  tapisserie  au  XVIIF  Steele,  exh.  cat.,  Centre  Culturel  et 
Artistique  Jean-Lurcat  (Aubusson,  1983)  no.  27. 
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96  Upholstery  panels 

Back  and  seat  for  a  chair 


French  (Aubusson),  late  seventeenth  or  early  eighteenth 

century. 
Wool  and  silk. 

Back  2  ft.  5  in.  x  2  ft.  i  in.  (74  cm  x  64  cm); 
seat  2  ft.  1  in.  x  2  ft.  5  in.  (64  cm  x  74  cm). 
16-18  warps  per  inch,  6-7  per  centimeter. 
Fletcher  Fund,  1929  (29.21). 


DESCRIPTION 

On  the  back,  a  mass  of  flowers  grows  from  a  single  dull 
green  stalk  in  the  center.  They  are  in  shades  of  red,  yellow, 
pink,  pale  gray,  and  blue;  red  and  yellow  tulips,  pink 
roses,  and  red  fringed  poppies  can  be  distinguished,  with  a 
wide-open  blue-and-white  striped  tulip  in  the  center. 
Blue-green  and  dull  pale  yellow  leaves  are  seen  behind 
them.  A  leafy  plant  speckled  with  red  rises  on  the  left  and 
there  are  some  small  flowering  plants  at  the  bottom.  The 
background  is  pale  blue  at  the  top,  brown  in  the  center, 
and  dark  brown  at  the  base. 

The  same  flowers  and  leaves  as  those  on  the  back,  with 
slight  differences  in  coloring,  are  seen  on  the  seat. 

CONDITION 

Both  panels  are  extensively  restored.  The  seat  is  badly 
faded. 
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97  Upholstery  panels 

Back  and  seat  for  a  chair 


French  (Aubusson),  early  eighteenth  century. 
Wool  and  silk. 

Back  2  ft.  8  in.  x  z  ft.  (8i  cm  x  6i  cm); 
seat  z  ft.  3  in.  x  z  ft.  6  in.  (69  cm  x  76  cm). 
14  warps  per  inch,  6  per  centimeter. 
Gift  of  J.  Pierpont  Morgan,  1906  (07.225.51). 


DESCRIPTION 

On  the  back,  a  pale  tan  and  brown  vase  stands  on  a  gray 
cloth  thrown  over  a  ledge  in  shades  of  brown,  dull  yellow, 
tan,  and  black.  It  is  filled  with  flowers  in  pale  tan,  brown, 
and  gray;  crown  imperials,  fringed  poppies,  and  tulips  can 
be  distinguished.  The  foliage  is  in  blue,  blue-green,  and 
black.  The  background  is  blue. 

A  mass  of  flowers,  chiefly  gray  and  pale  tan,  with  blue- 
green,  brown,  and  black  foliage,  fills  the  seat  panel. 

CONDITION 

Both  panels  are  much  faded  and  extensively  restored, 
with  rewoven  areas  around  the  armholes  on  the  back. 

HISTORY 

In  the  Georges  Hoentschel  collection,  Paris,  bought  as  a  whole 

by  J.  Pierpont  Morgan,  1906. 
Given  to  the  MMA  by  J.  Pierpont  Morgan,  1906. 

PUBLICATIONS 

Per  ate,  Andre,  and  Briere,  Gaston.  Collections  Georges 

Hoentschel.  Paris,  1908,  vol.  2,  p.  12,  pi.  13. 
Hunter,  George  Leland.  "Decorative  Styles  of  the  Louis  XIV 

Period."  Arts  and  Decoration  3  (May  1913)  p.  230,  fig.  1. 
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98  Upholstery  panels 

Back  and  seat  for  a  chair 

French  (Aubusson),  early  eighteenth  century. 
Wool  and  silk. 

Back  i  ft.  ii  in.  x  i  ft.  10  in.  (58  cm  x  56  cm); 
seat  2  ft.  4  in.  x  2  ft.  7  in.  (71  cm  x  79  cm). 
17—19  warps  per  inch,  7—8  per  centimeter. 
Gift  of  J.  Pierpont  Morgan,  1906  (07.225.43). 

DESCRIPTION 

On  the  back,  a  red-brown  vase  stands  on  a  small  brown 
and  red-brown  support.  It  is  filled  with  blue  and  pale  tan 
flowers  with  blue-green  foliage.  Two  small  brown  and 
gray  birds  perch  on  the  stems.  Scrolls  in  brown,  blue,  red, 
and  pale  gray  rise  on  either  side  and  are  surmounted  by 
red  and  blue  flowers.  There  is  a  pink  rose  on  either  side  at 
the  bottom.  The  background  is  yellow-gray  at  the  top, 
dull  dark  green  and  black  at  the  bottom. 

On  the  seat,  a  mass  of  red,  pale  brown,  blue,  dull  pale 
tan,  and  blue-green  flowers  and  foliage  rises  from  a  dull 
dark  green  and  brown  mound.  This  rests  on  scrolling 
forms  in  shades  of  red,  red-brown,  dark  blue,  dull  yellow, 
dull  green,  and  pale  tan.  Similar  forms  and  flowers  are 
seen  at  the  sides.  The  background  is  yellow-gray. 

The  armrests  are  modern. 

CONDITION 

Both  panels  are  much  repaired. 

HISTORY 

In  the  Georges  Hoentschel  collection,  Paris,  bought  as  a  whole 

by  J.  Pierpont  Morgan,  1906. 
Given  to  the  MMA  by  J.  Pierpont  Morgan,  1906. 

PUBLICATIONS 

Perate,  Andre,  and  Briere,  Gaston.  Collections  Georges 
Hoentschel.  Paris,  1908,  vol.  2,  p.  28,  pi.  48. 

Packer,  Charles.  Paris  Furniture  by  the  Master  Ebenistes.  New- 
port, England,  1956,  fig.  14.  Called  Beauvais. 


99  Upholstery  panels 


Back,  seat,  and  armrests  for  a  chair 

French  (Aubusson),  early  eighteenth  century. 
Wool  and  silk. 

Back  2  ft.  5  in.  x  2  ft.  (74  cm  x  61  cm); 

seat  2  ft.  3  in.  x  2  ft.  8  in.  (69  cm  x  81  cm); 

armrests  approx.  1  ft.  1 V4  in.  x  63U  in.  (33.5  cm  x  17  cm). 

17—18  warps  per  inch,  7—8  per  centimeter. 

Gift  of  J.  Pierpont  Morgan,  1906  (07.225.61). 

DESCRIPTION 

On  the  back,  a  central  medallion  shows  a  pale  pink 
parrot  in  a  yellow-tan  landscape;  some  dark  blue-green 
grass  remains  visible.  The  frame  of  the  medallion  is  dull 
red,  brown,  and  yellow-tan;  it  is  surrounded  by  flowers  in 
pale  tones  with  blue  leaves.  A  twisted  cornucopia  is  seen  in 
each  lower  corner.  The  ground  is  a  grayish  yellow- tan. 

The  original  part  of  the  panel  on  the  seat  shows  red  and 
blue  flowers  and  leaves.  The  armrests  have  each  a  tree  in  a 
landscape. 

CONDITION 

On  the  seat,  the  central  medallion  and  the  lower  part 
are  modern.  The  original  colors  have  been  almost  entirely 
obliterated  by  exposure  to  light.  The  medallion  of  the 
back  is  heavily  restored. 


RELATED  TAPESTRIES 

Upholstery  for  six  armchairs  and  a  sofa  with  yellow 
grounds  and  very  similar  though  not  identical  designs  was 
in  the  Ogden  L.  Mills  sale,  Parke-Bernet,  New  York,  March 
31-April  2,  1938  (nos.  481-84,  two  chairs  and  a  sofa 
illus.).  It  was  described  as  Aubusson  of  the  Regence  period 
on  frames  of  later  date. 

HISTORY 

In  the  Georges  Hoentschel  collection,  Paris,  bought  as  a  whole 

by  J.  Pierpont  Morgan,  1906. 
Given  to  the  MMA  by  J.  Pierpont  Morgan,  1906. 


PUBLICATIONS 

Perate,  Andre,  and  Briere,  Gaston.  Collections  Georges 
Hoentschel.  Paris,  1908,  vol.  2,  pp.  27,  28,  pi.  48. 

Packer,  Charles.  Paris  Furniture  by  the  Master  Ebenistes.  New- 
port, England,  1956,  fig.  10. 

Packer,  Charles.  "French  Tapestry  Chair  Coverings."  Connois- 
seur 147  (1961)  p.  142,  fig.  1.  Called  Aubusson. 
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100  Upholstery  panels 


Backs,  seats,  and  armrests  for  a  sofa  and  nine  armchairs 


French  (Aubusson),  1750-75. 
Wool  and  silk. 

Sofa  back  1  ft.  9  in.  x  5  ft.  1 1  in.  (53  cmx  1.8  m); 
sofa  seat  2  ft.  6  in.  x  7  ft.  (76  cm  x  2.13  m); 
sofa  armrests  1  ft.  x  5  in.  (30  cm  x  13  cm); 
chair  backs  1  ft.  7  in.  square  (48  cm); 
chair  seats  2  ft.  2  in.  x  2  ft.  6  in.  (66  cm  x  76  cm) ; 
chair  armrests  8V2  in.  x  5  in.  (22  cm  x  13  cm). 
17—19  warps  per  inch,  8—9  per  centimeter. 
Bequest  of  Catherine  D.  Wentworth,  1948  (48.187.71 1 
[100a];  48.187.712-720  [xoob-j] ). 

DESCRIPTION 

All  the  pieces  have  thin,  scrolling  forms  in  cream, 
brown,  and  red  separating  a  central  medallion  from  a  blue 
ground.  The  medallions  show  animals  in  landscapes, 
mostly  illustrating  the  Fables  of  La  Fontaine.  The  scenes 
are  surrounded  by  loosely  arranged  flowers  in  red,  pink, 
lavender,  blue,  and  yellow,  with  foliage  in  shades  of  green, 
yellow,  and  blue.  On  the  chair  panels,  the  floral  decora- 
tion is  intertwined  with  the  yellow  and  brown  scrolls.  Red 
double  poppies  and  red  and  pink  roses  can  be  distin- 
guished. The  armrests  of  the  sofa  have  scrolling  forms  like 
those  of  the  back  and  seat  separating  medallions  from  a 
blue  ground;  small  plants  with  red  and  pink  flowers  are 
seen  in  the  medallions.  Those  of  the  chairs  (all  alike)  are 
similar,  but  with  blank  centers.  Silk  is  sparingly  used. 

Sofa  back  (100a),  The  Fox,  the  Wolf,  and  the  Horse:  A 
pale  horse  lashes  out  with  its  hind  legs  at  the  other  two 
animals;  all  are  in  shades  of  brown  and  gray.  The  land- 
scape behind  them  is  in  shades  of  green  and  pale  yellow. 

Sofa  seat  ( 100a) :  A  pale  cow  stands  on  the  left  and  there 
are  several  sheep  by  a  blue  and  green  tree  trunk  on  the 
right;  all  the  animals  are  in  shades  of  brown  and  gray.  The 
distant  landscape  is  gray  and  cream  colored,  with  the  blue 
roof  of  a  small  house  visible  above  the  cow's  head  and 
some  blue-green  trees.  The  foreground  is  in  shades  of  gray 
and  brown;  the  sky  is  pale  blue  above,  pale  gray  below. 

Chair  back  (100b),  The  Young  Rat,  the  Cock,  and  the 


Cat:  A  pale  brown  and  yellow  cock  with  a  red  comb  and 
wattles  and  a  dark  blue  and  brown  tail  faces  a  dark 
brown,  black,  and  yellow-gray  cat.  In  front  of  them  runs  a 
dark  brown  and  black  rat.  The  sky  is  pale  blue  above,  pale 
yellow-gray  below.  The  foreground  is  in  shades  of  dull 
pale  brown  and  green. 

Chair  seat  (100b),  The  Wolf  and  the  Kid:  A  dull  pale 
yellow  and  brown  wolf  with  black  claws  raises  a  paw  to 
the  side  of  a  gray  and  brown  hut  with  a  dull  yellow-green 
roof.  Between  the  blue  bars  of  a  window  in  the  hut,  the 
head  and  shoulders  of  a  gray  kid  are  visible.  The  sky  is  pale 
gray,  the  foreground  is  in  shades  of  green. 

Chair  back  (100c),  The  Heron:  A  dull  pale  yellow  and 
gray  heron  with  dark  brown  claws  and  some  feathers 
holds  a  small  creature  in  its  beak.  Behind  it  are  some  dull 
green  and  pale  brown  reeds  and  a  stretch  of  white  water. 
The  sky  is  pale  blue  above,  pale  gray  below.  The  fore- 
ground is  in  shades  of  pale  green  and  gray. 

Chair  seat  (100c),  The  Fox  and  the  Grapes:  A  yellow- 
gray  and  brown  fox  stands  at  the  foot  of  a  dull  pale  brown 
and  green  tree  trunk,  looking  up  at  some  blue  and  yellow 
grapes.  The  distant  hills  are  dull  green  and  gray.  The  sky  is 
pale  gray  and  the  foreground  is  in  shades  of  brown,  green, 
and  gray. 

Chair  back  (iood),  The  Lion  and  the  Gnat:  A  pale 
yellow  and  brown  lion  with  a  red  eye  and  mouth  turns  to 
look  at  a  brown  gnat.  From  a  blue-green  hill  on  the  left 
rises  a  brown  tree  with  pale  yellow  foliage.  The  distant 
landscape  is  in  shades  of  green  and  pale  yellow.  The  sky  is 
pale  gray,  the  foreground  is  in  shades  of  green,  gray,  and 
brown. 

Chair  seat  (iood),  The  Fox  and  the  Goat:  A  pale  yel- 
low, gray,  and  brown  fox  places  its  forepaws  on  the  rim  of 
a  brown  and  gray  stone  wellhead.  The  head  of  a  brown 
and  gray  goat  is  seen  in  the  well  and  a  brown  and  gray 
bucket  hangs  on  a  pulley  above  it.  There  are  some  dull 
blue-green  trees  in  the  background  on  the  left.  The  sky  is 
pale  gray,  the  foreground  is  in  shades  of  brown,  green,  and 
gray. 
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lOOd 


Chair  back  (iooe),  The  Dog  with  a  Clog:  Two  dogs  in 
shades  of  gray  and  brown  are  seen  in  a  landscape;  one  has 
a  collar  with  a  stick  tied  to  it.  There  are  green  and  yellow 
trees  in  the  distance  and  a  row  of  green  plants  in  the 
foreground.  The  sky  is  pale  gray;  the  foreground  is  in 
shades  of  green,  gray,  and  pale  brown. 

Chair  seat  (iooe),  The  Two  Goats:  A  pale  yellow,  gray, 
and  brown  goat  stands  on  a  gray  and  brown  plank  over  a 
blue  and  white  stream;  another,  darker  goat  is  falling  off 
the  plank.  A  tree  in  dull  green  and  yellow  rises  on  the  left. 
The  sky  is  pale  gray,  the  foreground  is  in  shades  of  dull 
green  and  pale  brown. 

Chair  back  (ioof ),  The  Lion  and  the  Rat:  A  pale  yellow 
and  brown  lion  is  caught  in  a  net;  a  dark  brown  rat  on  the 
right  has  taken  one  end  of  the  net  into  its  mouth.  There  are 
some  distant  trees  in  shades  of  yellow  and  green.  The  sky 
is  pale  yellow-gray.  The  foreground  is  in  shades  of  dull 
green  and  pale  brown. 

Chair  seat  (ioof ),  The  Wolf  and  the  Thin  Dog:  A 
brown,  gray,  and  dull  pale  yellow  wolf  with  a  red  eye  and 
black  claws  faces  a  yellow  and  pale  brown  dog  with  a  red 
mouth.  Some  dull  green  plants  appear  behind  them  and  in 
the  foreground.  The  sky  is  pale  gray,  the  foreground  is  in 
shades  of  dull  blue  and  green. 

Chair  back  (ioog),  The  Eagle  and  the  Magpie:  A  dull 
yellow  and  brown  eagle  stands  on  a  dull  green  hillock  in 
the  foreground;  a  dark  brown  and  black  bird  perches  on  a 
branch  of  a  dull  green  and  pale  brown  tree  behind  it. 
There  are  some  bushes  in  dull  green  and  yellow  at  the  foot 
of  the  tree.  The  sky  is  pale  gray;  the  foreground  is  in 
shades  of  dull  green  and  pale  brown. 

Chair  seat  ( ioog),  The  Cock  and  the  Fox:  A  brown  cock 
with  red  comb  and  wattles  and  a  blue  and  gray  tail  faces  a 
pale  yellow  and  brown  fox  with  a  red  tongue.  Behind  it  is  a 
pale  brown  wooden  structure  with  a  rope  fastened  to  it. 
There  is  a  pale  green  and  yellow  tree  on  the  left  and  a  pale 
brown  and  gray  log  at  the  cock's  back.  The  sky  is  pale 
gray;  the  foreground  is  in  shades  of  pale  gray,  brown,  and 
green. 

Chair  back  (iooh),  The  Cock  and  the  Pearl:  A  brown 
and  dull  pale  yellow  cock  with  red  comb  and  wattles  faces 
a  dunghill  of  pale  brown,  yellow,  and  blue  straw.  A  blue 
and  white  pearl  lies  on  the  straw.  Pale  green  and  yellow 
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trees  appear  in  the  background  with  some  dimly  seen  gray 
buildings.  The  sky  is  pale  blue  above,  cream-colored  be- 
low. The  foreground  is  in  shades  of  pale  brown,  green, 
and  gray. 

Chair  seat  (iooh),  The  Dog  and  Its  Reflection:  A 
yellow-gray  and  brown  dog  stands  on  a  dull  green,  gray, 
and  brown  wooden  bridge  over  a  dull  green  and  gray 
stream.  The  distant  landscape  is  dull  green  and  yellow. 
The  sky  is  pale  gray,  the  foreground  dull  green. 

Chair  back  (iooi),  The  Eagle  and  the  Beetle:  A  dull  pale 
yellow  and  brown  eagle  looks  at  a  black  beetle.  There  is 
some  green  foliage  in  the  landscape.  The  sky  is  pale 
yellow-gray;  the  foreground  is  in  shades  of  green,  gray, 
and  brown. 

Chair  seat  (iooi),  The  Hare  and  the  Tortoise:  The  pale 
yellow-gray  and  brown  hare  runs  past  the  similarly  col- 
ored tortoise.  There  is  some  dull  green  vegetation  and  gray 
and  brown  rocks  on  the  right.  The  sky  is  pale  blue-gray; 


the  foreground  is  in  shades  of  dull  pale  brown,  gray,  and 
green. 

Chair  back  (iooj),  The  Frog  and  the  Ox:  A  brown  and 
pale  yellow  ox  looks  at  a  spotted  blue  and  white  frog.  The 
landscape  behind  them  is  in  shades  of  green,  gray,  and  pale 
brown.  The  sky  is  pale  blue  above,  cream  colored  below. 
There  is  blue  and  white  water  in  the  foreground. 

Chair  seat  (iooj),  The  Wolf  and  the  Stork:  A  pale  gray 
stork  with  brown,  red-brown,  and  black  outlines  thrusts 
its  beak  into  the  open  mouth  of  a  pale  brown  and  gray 
wolf.  There  is  a  dull  pale  green  tree  stump  on  the  left.  The 
landscape  is  in  shades  of  dull  pale  green  and  brown.  The 
sky  is  pale  blue  above,  pale  gray  below.  The  foreground  is 
pale  brown  and  green. 

CONDITION 

The  back  of  the  sofa  is  slightly  repaired,  the  seat  exten- 
sively so,  especially  the  central  scene. 

On  the  chairs,  all  the  panels  show  repairs,  especially  the 
background  of  the  Dog  and  Its  Reflection  and  the  hare  in 
the  Hare  and  the  Tortoise.  Much  fading  and  many  re- 
woven  areas  are  also  noticeable. 


SUBJECTS 

The  subjects  of  all  the  scenes  appear  to  be  fables,  mostly 
those  of  Jean  de  La  Fontaine  (i  621-169  5). 

The  Fox,  the  Wolf  and  the  Horse  (La  Fontaine,  bk.  12, 
17):  A  fox  and  a  wolf  asked  a  horse  what  its  name  was. 
The  horse  said  it  was  written  on  its  shoe,  but,  when  the 
wolf  approached,  the  horse  lashed  out  at  it  and  broke  its 
jaw. 

Sofa  seat  with  a  cow  and  sheep:  No  fable  has  been 
found  for  which  this  scene  could  be  an  illustration. 

The  Young  Rat,  the  Cock,  and  the  Cat  (La  Fontaine,  bk. 
15,  5):  A  young  rat  described  to  its  mother  two  beasts  it 
had  seen,  one  frightening,  the  other  attractive.  But  the 
mother  identified  them  as  a  harmless  cock  and  a  danger- 
ous cat. 

The  Wolf  and  the  Kid  (La  Fontaine,  bk.  4,  15):  A  she- 
goat  told  its  kid  not  to  open  the  door  of  their  hut  unless  it 
was  given  a  password.  A  wolf  overheard  and  gave  the 
right  word,  but  the  kid  asked  it  to  show  a  white  hoof, 
which  the  wolf  could  not  do. 


The  Heron  (La  Fontaine,  bk.  7, 4):  A  heron,  which  had 
refused  to  catch  various  fishes  because  they  did  not  suit  its 
taste,  was  forced  by  hunger  to  eat  a  snail. 

The  Fox  and  the  Grapes  (La  Fontaine,  bk.  3,11):  When 
the  fox  could  not  reach  the  grapes  above  it,  it  said  they 
were  certainly  sour. 

The  Lion  and  the  Gnat  (La  Fontaine,  bk.  2,  9):  A  gnat 
bit  a  lion  and  drove  it  wild,  but  was  shortly  afterwards 
caught  in  a  spider's  web. 

The  Fox  and  the  Goat  (La  Fontaine,  bk.  3 ,  5 ) :  A  fox  and 
a  goat  went  down  a  well  to  drink.  The  fox  then  climbed  up 
the  goat's  back  to  the  surface,  but  left  its  companion  in  the 
well. 

The  Dog  with  a  Clog:  The  fable  is  in  Aesop,  but  not  in 
La  Fontaine.  A  man  with  a  ferocious  dog  tied  a  clog  to  its 
neck  to  prevent  it  from  fighting;  the  animal  took  this  as  a 
mark  of  distinction,  until  another  dog  told  it  that  this  was 
not  true. 

The  Two  Goats  (La  Fontaine,  bk.  12, 4):  Two  goats  met 
head  to  head  on  a  narrow  bridge.  Neither  would  give  way, 
so  both  fell  off. 

The  Lion  and  the  Rat  (La  Fontaine,  bk.  2,  11):  A  lion 
was  kind  enough  not  to  kill  a  rat  when  it  had  an  opportu- 
nity of  doing  so.  Later  the  lion  was  caught  in  a  net;  the  rat 
gnawed  away  some  of  the  strands  and  set  it  free. 

The  Wolf  and  the  Thin  Dog  (La  Fontaine,  bk.  9, 10):  A 
wolf,  about  to  carry  off  a  thin  dog,  agreed  to  wait  until  it 
had  grown  fat.  When  the  wolf  came  back,  the  dog  was 
behind  a  gate  and  protected  by  a  mastiff. 

The  Eagle  and  the  Magpie  (La  Fontaine,  bk.  1 2, 1 1 ) :  An 
eagle,  king  of  the  birds,  allowed  a  magpie  to  chatter,  but 
said  it  did  not  wish  it  to  frequent  the  court. 

The  Cock  and  the  Fox  (La  Fontaine,  bk.  2,  15):  A  fox 
tried  to  lure  a  cock  from  a  branch  by  saying  that  all  ani- 
mals were  now  at  peace,  but  the  cock  put  it  to  flight  by 
reporting  that  two  greyhounds  were  approaching. 

The  Cock  and  the  Pearl  (La  Fontaine,  bk.  1, 20):  A  cock 
found  a  pearl  in  some  straw,  but  said  it  would  rather  have 
a  grain  of  wheat. 

The  Dog  and  Its  Reflection  (La  Fontaine,  bk.  6,  17):  A 
dog  saw  a  piece  of  meat  it  was  carrying  reflected  in  a  river. 
It  tried  to  snap  up  the  meat  in  the  reflection  and  so  lost  the 
meat  it  had  in  its  mouth. 

The  Eagle  and  the  Beetle  (La  Fontaine,  bk.  2,  8):  A 
beetle  asked  an  eagle  to  release  a  rabbit  it  had  caught,  but 
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the  eagle  refused.  The  beetle  then  broke  all  the  eagle's 
eggs. 

The  Hare  and  the  Tortoise  (La  Fontaine,  bk.  6, 10) :  The 
tortoise  won  a  race  by  steady  plodding  while  the  hare 
lingered. 

The  Frog  and  the  Ox  (La  Fontaine,  bk.  i,  3):  A  frog, 
trying  to  blow  itself  up  as  big  as  an  ox,  burst. 

The  Wolf  and  the  Stork  (La  Fontaine,  bk.  3, 9):  A  stork 
pulled  a  bone  from  a  wolfs  throat,  but,  when  the  bird 
asked  for  payment,  the  wolf  said  that  not  having  had  its 
head  bitten  off  was  reward  enough. 

SOURCE  OF  THE  DESIGNS 

The  animals  probably  are  all  derived  eventually  from 
designs  by  Jean  Baptiste  Oudry.  His  276  drawings,  dated 
from  1729  to  1734,  for  La  Fontaine's  Fables  were  copied 
by  Charles  Nicolas  Cochin  fils  for  an  illustrated  edition 
published  in  1755. 1  Some  of  these  illustrations  show  a 
more  or  less  close  resemblance  to  the  same  scenes  in  100; 
examples  are  the  Wolf  and  the  Kid,  the  Fox  and  the 
Grapes,  the  Fox  and  the  Goat,  the  Two  Goats,  the  Wolf 
and  the  Thin  Dog,  the  Cock  and  the  Pearl,  the  Dog  and  Its 
Reflection,  and  the  Hare  and  the  Tortoise.  Some  subjects 
are  like  the  Beauvais  renditions  of  the  same  fables  based 
on  Oudry  designs. 

RELATED  TAPESTRIES 

The  scenes,  or  variants  of  them,  are  frequently  found  as 
chair  backs  or  seats,  or  as  screen  panels.  There  is  a  set  in 
the  Philadelphia  Museum  of  Art  (acc.  no.  40.17.1-9). 
The  surrounds  are  usually  flowers  and  scrolls  similar  to 
those  of  100.  Close  resemblances  include  the  Young  Rat, 
the  Cock,  and  the  Cat  on  a  chair  seat  in  a  set  from  the 
Chateau  de  Fleury-en-Biere,  sold  at  the  Galerie  Georges 
Petit,  Paris,  December  5,  6,  1927  (no.  118,  illus.,  called 
Paris  or  Beauvais);  the  design  also  appears  as  the  lower 
part  of  a  screen  in  the  Baron  Albert  von  Goldschmidt- 
Rothschild  sale,  Ball  and  Graupe,  Berlin,  March  14, 1933 
(no.  116,  illus.;  called  Aubusson),  sold  again  at  the  Hotel 
Drouot,  Paris,  June  25,  1975  (no.  67,  illus.).  In  the  latter 
the  cock  is  on  the  left  and  turns  its  head  to  look  at  its  tail.  A 


small  screen  in  the  E.  Cronier  sale,  Galerie  Georges  Petit, 
December  4,  5,  1905  (no.  159,  illus.),  shows  the  cock  on 
the  right,  but  turning  its  head;  there  are  several  buildings 
in  the  background. 

The  Wolf  and  the  Kid  is  on  chair  backs  sold  at  the 
American  Art  Association-Anderson  Galleries,  New  York, 
February  12,  1937  (no.  595,  illus.),  and,  in  a  simplified 
version,  at  Parke-Bernet,  New  York,  January  20,  1939 
(no.  419,  illus.).  The  Heron  is  on  a  chair  back  in  the  Albert 
Bloch-Levalois  sale,  Galerie  Georges  Petit,  March  25,  26, 
1924  (no.  107,  illus.).  The  Fox  and  the  Goat  is  on  a  chair 
seat  in  the  Baron  Leonino  sale,  Galerie  Jean  Charpentier, 
Paris,  March  18, 19, 1937  (no.  177,  illus.);  a  medallion  on 
a  sofa  back  in  the  same  set  shows  a  dog  close  to  that  of  the 
Dog  and  Its  Reflection. 

In  some  instances,  a  more  elegant  or  richer  version  can 
be  presumed  to  be  a  Beauvais  production  or  a  more  accu- 
rate Aubusson  copy.  Examples  are  the  Lion  and  the  Gnat 
on  a  chair  back  in  the  Mrs.  Samuel  Schiffer  sale,  Parke- 
Bernet,  February  7, 1942  (no.  134,  illus.),  and  the  Fox  and 
the  Goat  and  the  Cock  and  the  Pearl  on  chair  backs  in  the 
Fleury-en-Biere  sale,  Parke-Bernet,  April  29,  1942  (no. 
128,  illus.,  called  Beauvais);  a  drawing  for  this  slim  and 
elegant  cock  is  in  the  Oudry  sketchbook  at  the  Fogg  Art 
Museum,  Cambridge,  Massachusetts  (see  74). 2  Another 
moment  in  the  fable  of  the  Hare  and  the  Tortoise,  with 
both  animals  motionless,  is  seen  on  chair  backs  in  the 
1927  Fleury-en-Biere  sale  and  the  Baltimore  Museum  of 
Art;  the  drawing  is  in  the  Oudry  sketchbook.3  The  Wolf 
and  the  Stork  on  a  chair  back  in  the  Baltimore  Museum  of 
Art  is  close  to  Oudry's  drawing,  dated  1729,  in  the 
Raphael  Esmerian  sale,  Palais  Galliera,  Paris,  June  6, 1973 
(part  3,  no.  46,  illus.).  Other  fables  are  frequently  found 
on  similar  tapestry  upholstery  pieces. 

NOTES 

1.  Hal  N.  Opperman,  Jean- Baptiste  Oudry ,  Ph.D.  diss.,  University  of 
Chicago,  1972  (New  York  and  London,  1977)  vol.  2,  pp.  682- 
710, 953,  nos.  D221-496. 

2.  Betsy  Jean  Rosasco,  "Jean-Baptiste  Oudry  et  une  Suite  de  Garni- 
ture de  Sieges  en  Tapisserie  de  Beauvais"  (term  paper,  New  York 
University,  Institute  of  Fine  Arts,  1971)  fig.  40. 

3.  Rosasco,  "Jean-Baptiste  Oudry,"  fig.  32;  Opperman,  Jean-Baptiste 
Oudry,  p.  71 1,  no.  D499. 
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101  Caparison 


French  (perhaps  Aubusson);  1750-85,  probably  made  for 

Anne-Leon  I  de  Montmorency. 
Wool  and  silk. 

4  ft.  4V2  in.  x  4  ft.  6V2  in  (1.33  mx  1.38  m). 
1 8—20  warps  per  inch,  7—8  per  centimeter. 
Gift  of  James  HazenHyde,  1953  (53.50). 

DESCRIPTION 

The  arms  of  the  Montmorency  family  (Or,  a  cross  gules, 
cantoned  by  16  alerions  azure)  are  shown  as  a  pink  cross 
with  beakless,  flying  birds  in  three  shades  of  blue  on  a  pale 
yellow  silk  ground.  The  scrolls  around  the  arms  are  in 
tones  of  brown,  red-brown,  and  pale  yellow,  as  is  the 
coronet,  which  has  a  pink  lining.  Between  the  coronet  and 
the  arms  is  a  pale  yellow  band,  inscribed  in  brown: 
dievaide  /  au  premier  baro[n]  Chretien  (Dieu  aide  au 
premier  baron  chretien).  Below  the  shield,  on  a  pale  yel- 
low band,  is  inscribed  in  brown,  in  Greek:  aoaanos  (mis- 
transcription of  Aplanos,  steadily).  The  mantling  behind 
the  shield  has  the  pink  cross  and  blue  birds  of  the  coat  on 
the  outside  and  is  lined  with  ermine,  shown  as  brown  tails 
on  a  gray  ground.  Two  brown-haired  angels,  in  shades  of 
pink  and  pale  yellow,  with  touches  of  green,  and  brown 
and  pale  yellow  wings,  float  above  gray  clouds  on  either 
side. 

To  the  left  and  right,  at  right  angles  to  the  main  coat,  are 
coronets  and  ermine-lined  mantlings,  each  with  the  letter 
M  (for  Montmorency)  in  brown  and  red-brown.  The 
ground  is  pale  yellow  dotted  with  the  heraldic  birds  (ale- 
rions or  martlets,  without  beaks  or  feet)  in  three  shades  of 
blue.  The  border  is  pink  with  pale  yellow  flowers  and 
twisting  leaves  in  the  same  blues  as  the  birds. 

condition 

There  are  a  large  number  of  small  repairs  and  rewoven 
areas,  especially  in  the  silk  passages. 

use  and  subject 

The  position  of  the  initials  at  the  sides  shows  that  the 
tapestry  is  not  a  peytrel,  or  chest  covering,  but  is  intended 


to  cover  the  back  of  the  horse;  a  similarly  shaped  piece 
was  designed  by  Daniel  Marot  (fig.  75 J,1  called  a  "Ca- 
parason,"  and  one  is  shown  in  use  in  a  painting  in  the 
Harrach  collection,  Rohrau,  Austria  (fig.  76). 2  On  a  pey- 
trel, the  features  flanking  the  main  coat  of  arms  appear  at 
an  angle,  as  on  a  Polish  tapestry  example  formerly  in  the 
collection  of  Count  Auguste  Krasicki.3 

The  arms,  motto,  and  battle  cry  are  those  of  Montmo- 
rency; the  head  of  this  family  was  called  the  "premier 
Baron  chretien  de  France"  from  a  very  early  period.  The 
supporting  angels,  however,  should  carry  palms.4  Exactly 
these  arms,  with  a  similar  coronet  but  without  the  angels, 
appear  on  the  binding  of  a  book  published  in  1 768,  owned 
by  Anne-Leon  I,  baron  de  Fosseux,  called  the  baron  de 
Montmorency  (1705 -178 5).  He  succeeded  his  father  in 
1750.  The  tapestry  was  most  probably  made  for  him. 

source  of  the  design 

The  general  scheme  of  two  angels  rising  from  clouds 
and  supporting  a  coat  of  arms  in  an  elaborate,  ermine- 
lined  mantling  appears  in  several  Gobelins  and  Beauvais 
tapestries,  especially  large  Chancelleries  (see  51).6  It  was 
also  used  by  Hubert  Gravelot  in  a  drawing  for  a  print  in 
the  Pierpont  Morgan  Library.7  Though  points  of  resem- 
blance can  be  found  in  these  versions  of  the  design,  none  is 
sufficiently  close  to  101  to  be  considered  the  direct  source. 

MANUFACTORY  AND  DATE 

The  poor  quality  of  the  design  precludes  the  Gobelins 
and  Beauvais  as  places  of  manufacture.  The  border  re- 
sembles an  Aubusson  type,  such  as  that  on  a  signed  tapes- 
try on  the  Munich  art  market  in  19 28. 8  The  style  suggests 
a  date  in  the  third  quarter  of  the  eighteenth  century. 

RELATED  TAPESTRIES 

A  caparison  with  the  Metternich  arms  is  in  St.  Zamek 
Kynzvart,  Czechoslovakia.9  It  shows  a  similar  arrange- 
ment of  the  coat  of  arms  surmounted  by  a  coronet  and 
monograms  at  the  sides. 
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PUBLICATIONS 

MMA  Annual  Report  1953— June  1954.  In  MMA  Bulletin,  n.s. 

13  (1954-55)  P-  z4-  Listed  as  saddle  cloth. 
Standen,  Edith  A.  "Few  but  Choice:  Some  Recent  Accessions  of 

European  Textiles."  MMA  Bulletin,  n.s.  18  (1959—60)  pp. 

336,  337,  fig.  3.  Wrongly  identified  as  a  peytrel. 

NOTES 

1.  UOeuvre  de  Daniel  Marot  (Armand  Guerinet,  Paris,  n.d.)  pi.  54 
("Nouveaux  Livre  d'Ornements  propres  pour  faire  en  Broderie  et 
petit  point").  These  trappings,  also  called  "couvre-selles"  and 
"housses  de  main,"  were  placed  over  the  saddle  when  the  horse  was 
being  led  by  hand  (Christian-H.  Tavard,  UHabit  du  cbeval,  selle  et 
bride  [Paris,  1975]  p.  92,  pi.  81  [embroidered  examples]). 

2.  Heinrich  Benedikt,  "Die  Grafen  von  Harrach,"  Alte  und  Moderne 
Kunst  5,  no.  4  (April  i960)  p.  15,  fig.  7. 

3.  Gobel,  Wandteppicbe  III,  vol.  2,  pi.  209b.  Dated  about  1790. 

4.  Henri  Jougla  de  Morenas,  Grand  Armorial  de  France,  vol.  5  (Paris, 
1938)  p.  102. 

5.  Eugene  Olivier,  Georges  Hermal,  and  R.  de  Roton,  Manuel  de 
V amateur  de  reliures  armoriees  franqaises  (Paris,  1924—35)  vol.  8, 
pi.  809. 

6.  Fenaille,  Gobelins^  vol.  3,  pis.  facing  pp.  136, 146  (Gobelins  exam- 
ples). A  Beauvais  tapestry  with  a  similar  scheme  was  in  the  Mrs.  A. 
Hamilton  Rice  sale,  Parke-Bernet,  New  York,  October  23,  1965, 
no.  345,  illus. 

7.  ].  Pierpont  Morgan  Collection  of  Drawings  by  the  Old  Masters 
formed  by  C.  Fairfax  Murray  (London,  191 2)  vol.  3,  pi.  97.  The 
prints  were  engraved  by  L.  Cars. 

8.  Gobel,  Wandteppicbe  II,  vol.  2,  pi.  286.  Dated  about  1770,  owned 
by  Bernheimer. 

9.  Jarmila  Blazkova,  Baroknt  Tapiserie  ze  Sbtrek  CSR,  exh.  cat., 
AlSova  Jiho£eska  Galerie  (Hluboka  nad  Vltavou,  1974)  no.  35. 
Called  Dutch,  seventeenth  century. 


FIG.  75.  Caparison,  by  Daniel  Marot.  Engraving  from  the  Nouveaux 
Livre  d'Ornements.  MMA,  Harris  Brisbane  Dick  Fund, 
1930(30.4^3])- 


fig.  76.  Horse  and  Groom.  Oil  on  canvas.  Schloss  Rohrau.  Photo: 
Meyer,  Vienna. 
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102  The  Toilet  of  Venus 


French  (Aubusson),  about  1770-80. 
Wool  and  silk. 

9  ft.  7  in.  x  7  ft.  4  in.  (2.92.  m  x  2.24  m). 
16-17  warps  per  inch,  7  per  centimeter. 
Gift  of  Karl  Bock,  i960  (60.100). 


DESCRIPTION 

In  a  central  oval  medallion,  the  pink-cheeked  Venus 
stands  by  a  pool.  She  is  nude  except  for  a  striped  cream- 
colored  drapery  and  a  garland  of  dark  green  leaves  and  red 
and  pink  roses  across  her  hips;  she  leans  on  a  blue  cloth 
thrown  over  a  dark  gray-green  rock  and  places  one  foot  in 
the  blue  and  gray  water.  One  cupid  with  blue  and  white 
wings  stands  in  the  pool,  wiping  her  leg;  another,  reclining 
on  die  blue  drapery,  holds  her  arm;  a  third,  flying  above, 
supports  a  garland  of  blue-green  leaves  and  pink,  white, 
and  yellow  flowers.  A  dull  yellow  cushion  with  a  tassel  lies 
by  her  left  leg;  its  upper  side  has  a  large  red  area.  At  the 
lower  left,  two  dull  yellow  ewers  and  a  covered  vase  stand 
on  a  gray  dish.  Above  them  is  a  bush  with  green  and 
yellow  leaves  and  red  and  pink  roses.  The  background 
shows  masses  of  foliage  in  shades  of  dull  green,  yellow, 
and  blue.  The  sky  is  dull  yellow-gray. 

The  medallion  has  a  twisted  frame  in  shades  of  brown, 
red-brown,  and  dull  yellow,  with  bright  red  spots  in  the 
centers  of  the  interlacing  bands.  Garlands  of  green  and 
blue-green  leaves  and  flowers  in  shades  of  red,  yellow, 
white,  and  blue  are  draped  around  it,  with  two  cupids 
with  brown  and  tan  wings  holding  them  in  the  upper 
corners.  Two  gray  and  brown  doves  are  billing  above  the 
central  swag  of  foliage,  with  red  and  cream-colored  rib- 
bons on  either  side.  Four  loops  at  the  foot  of  the  medallion 
support  a  swag  of  red  drapery  with  a  yellow  and  brown 
fringe,  filled  with  green,  blue,  and  yellow  leaves  and  red, 
pink,  yellow,  and  blue  flowers.  Two  dull  yellow  baskets 
full  of  green,  blue,  and  yellow  leaves  and  red,  blue,  and 
yellow  flowers  stand  on  gray,  yellow,  and  brown  bases  in 
the  lower  corners.  The  background  is  pale  gray.  Silk  is 
lavishly  used  throughout. 


CONDITION 

There  are  many  small  areas  of  repair,  especially  in  the 
silk  passages. 

SOURCE  OF  THE  DESIGN 

Fragonard  has  been  suggested  as  the  ultimate  source  of 
the  design,1  which  was  probably  adapted  from  a  print. 
The  figure  of  Venus  has  in  fact  some  resemblance  to 
Fragonard's  Toilet  of  Venus  in  a  private  collection,  but  the 
attendant  cupids  are  in  different  positions  and  the  paint- 
ing was  not  engraved  until  1841.2  Venus's  pose  and  the 
upper  part  of  her  body  are  close  to  an  engraving  after 
Charles  Eisen,  UEte,  an  illustration  to  Ovid's  Metamor- 
phoses^ published  by  Basan  and  Le  Mire  in  1767.  The 
general  scheme  of  a  pictorial  medallion  draped  with  gar- 
lands is  derived  from  Gobelins  tapestries  such  as  57. 

RELATED  TAPESTRIES 

A  companion  piece,  differing  only  in  the  subject  of  the 
medallion,  was  in  the  collection  of  Mme  Jacques  Balsan.3 
It  shows  a  couple  before  a  statue  of  Eros,  with  attendant 
cupids.4 

PUBLICATIONS 

Hunter.  Practical  Book  of  Tapestries ,  p.  201.  Mentioned  as 
Bath  of  Psyche,  "suggestive  of  Fragonard." 

Gobel,  Heinrich.  "Die  Wandteppichmanufaktur  von  Aubus- 
son." Cicerone  17  (1925)  p.  459,  pi.  12..  Called  "Die Badende 
(Fragonard).  Aubusson.  Um  1770."  Owned  by  P.  W.  French 
&  Co.,  New  York. 

Gobel.  Wandteppiche  II,  vol.  1,  p.  256,  called  "nach  Frago- 
nard"; vol.  2,  pi.  298. 

MMA  Annual  Report  1960-1961.  In  MMA  Bulletin,  n.s.  20 
(1961-62)  p.  71.  Listed. 

NOTES 

1.  Gobel,  Wandteppiche  II,  vol.  1,  p.  256. 

2.  Georges  Wildenstein,  The  Paintings  of  Fragonard  (New  York, 
i960)  p.  270,  no.  314,  fig.  140. 

3.  Information  provided  by  Mitchell  Samuels. 

4.  Hunter,  Practical  Book  of  Tapestries,  p.  201,  pi.  xm,a.  Called  the 
Triumph  of  Cupid,  Louis  XVI  period,  owned  by  French  &  Co. 
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103  Worship  of  Cupid 


French  (probably  Aubusson);  1775-90,  after  Jean  Baptiste 

Huet  (1745—1811). 
Wool  and  silk. 

2  ft.  5  in.  x  1  ft.  11  in.  (74  cm  x  58  cm). 

22  warps  per  inch,  9-10  per  centimeter. 

Gift  of  J.  Pierpont  Morgan,  1906  {07.225.431). 


DESCRIPTION 

A  fair-haired,  red-cheeked  young  woman  in  a  dull  yel- 
low dress  and  blue  garters  kneels  on  a  pink  cushion  with  a 
yellow  tassel  in  front  of  a  yellow-gray  statue  of  Cupid  on  a 
yellow-brown  stone  pedestal.  She  holds  a  wreath  of  pink 
and  red  roses  with  dark  green  leaves  in  one  hand  and 
places  roses  at  the  foot  of  the  statue.  A  flying  cupid  holds  a 
wreath  of  roses  over  her  head,  and  there  are  roses  on  the 
ground  by  her  knee  and  on  the  left  behind  a  brown  and  tan 
dog,  a  symbol  of  fidelity.  On  the  right  are  two  brown  and 
gray  sheep.  Brown  and  gray  tree  trunks  and  yellow  and 
green  foliage  are  seen  behind  the  pedestal.  The  sky  is  pale 
yellow;  the  foreground  is  in  shades  of  green,  pale  yellow, 
and  brown.  Silk  is  extensively  used. 

CONDITION 

The  sky  is  largely  rewoven. 

SOURCE  OF  THE  DESIGN 


The  composition  is  exactly  copied  from  a  color  print  by 
C.  L.  Jubier  (fl.  1760-1770)  after  Jean  Baptiste  Huet;  an 
example  of  the  print  was  sold  at  the  Hotel  Drouot,  Paris, 
May  12—14,  x924  (no-  8,  illus.;  fig.  77). 
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MANUFACTURE  AND  DATE 

The  style  and  quality  of  weaving  suggest  an  Aubusson 
workshop  in  the  last  quarter  of  the  eighteenth  century. 

RELATED  TAPESTRY 

The  same  composition  without  the  flying  cupid  and 
with  two  doves  in  the  sky  was  used  for  one  of  three  medal- 
lions in  a  large  Aubusson  tapestry  with  palm  trees,  gar- 
lands, and  trophies  filling  the  upper  part  and  animals  and 
birds  in  the  foreground;  this  piece  was  part  of  a  set  of  four 
sold  at  the  Galerie  Georges  Petit,  Paris,  June  4,  5,  1925 
(no.  137,  illus.).  The  design  was  also  used  on  Sevres  por- 
celain in  the  last  quarter  of  the  eighteenth  century. 1 

HISTORY 

In  the  Georges  Hoentschel  collection,  Paris,  bought  as  a  whole 

by  J.  Pierpont  Morgan,  1906. 
Given  to  the  MMA  by  J.  Pierpont  Morgan,  1906. 

PUBLICATIONS 

Perate,  Andre,  and  Briere,  Gaston.  Collections  Georges 
Hoentschel.  Paris,  1908,  vol.  3,  p.  31,  pi.  117.  In  frame. 

Hunter,  George  Leland.  "The  Decorative  Style  of  the  Louis  XVI 
Period  Illustrated  by  Examples  in  the  Hoentschel  Collection 
of  the  Metropolitan  Museum."  Arts  and  Decoration  3  (Sep- 
tember 1913)  p.  373,  illus.  p.  371. 

NOTE 

I.Adrian  Sassoon,  "Two  Acquisitions  of  Sevres  Porcelain  by  the 
Getty  Museum,  1981,"/.  Paul  Getty  Museum  journal  10  (1982) 
pp.  87-89,  fig.  3  (on  cup  dated  i78i),p.  197  (on  vase  owned  by  the 
duke  of  Buccleuch). 


fig.  77.  Worship  of  Cupid,  by  C.  L.  Jubier,  after  Jean  Baptiste  Huet. 

Engraving.  Reproduced  from  a  photograph  published  in 
Hotel  Drouot  sale  catalogue,  May  12-14,  I9M-  Courtesy 
Courtauld  Institute  of  Art,  London. 
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104  Comme  par  miracle 


French  (Aubusson);  designed  by  Jean  Lurcat  (i  892-1966), 
and  woven  in  the  manufactory  of  Francois  Tabard 
{1902-1969),  1945. 

Designer's  name  and  weaver's  mark. 

Wool. 

8  ft.  1V2  in.  x  10  ft.  7  in.  (2.48  mx  3.23  m). 
13  warps  per  inch,  5  per  centimeter. 
Gift  of  Seward  W.  Eric,  195 1  (51.193). 

DESCRIPTION 

A  table  covered  with  a  dull  yellow  and  gray  cloth  stands 
by  an  open  door;  two  curved  legs  in  red  and  gray,  casting 
light  red  shadows,  are  visible,  and  the  cloth  is  edged  with 
gray  and  black  tassels.  On  it  are  a  brown,  gray,  black,  and 
white  guitar,  a  pile  of  leaves  and  fruit  in  black,  white,  dull 
yellow,  and  red,  a  sheet  of  paper  with  red  letters,  a  red 
leaf-filled  pot  with  red  liquid  pouring  from  its  spout  into 
an  overflowing  beaker,  and  another  beaker  filled  with  red. 
On  the  right  side  are  a  dead  pheasant  in  red,  gray,  black, 
and  dull  yellow,  with  another  dead  bird,  mostly  gray, 
brown,  and  pink,  falling  off  the  edge.  A  row  of  spotted 
fish,  chiefly  gray,  pink,  white,  and  black,  is  strung  along 
the  side  of  the  table.  A  live  bird,  with  a  red  head  and  neck, 
walks  off  the  table  on  the  left,  another  stands  on  the  top  of 


the  guitar,  and  a  third  is  seen  at  the  top  of  the  table  in  the 
center.  A  dull  yellow,  brown,  and  red  sun  is  half-visible 
against  a  red  and  bright  yellow  background  through  the 
open  door;  a  flock  of  tiny  yellow  and  red  birds  flies  toward 
it  and  there  is  a  large  gray  spotted  butterfly.  The  door, 
chiefly  in  dull  yellow,  gray,  black,  and  white,  partly  cov- 
ered with  leaves,  is  folded  against  the  wall  to  the  right;  at 
its  foot  is  a  walking  bird  in  black,  brown,  gray,  and  pink. 
On  the  left  is  a  large  plant  with  gray,  brown,  black,  white, 
and  pink  foliage.  Near  the  top  of  the  tapestry  are  two  large 
spotted  butterflies  in  gray,  black,  white,  dull  yellow,  and 
red.  The  background  is  brown,  with  red  and  yellow  sec- 
tions on  the  left. 

The  name  lurcat  is  in  dull  yellow  in  the  lower  left 
corner  and  the  weaver's  mark  in  pale  brown  and  red  in  the 
lower  right. 1  An  inscription  along  the  lower  edge  in  yellow 
reads:  alors  comme  par  miracle  des  oiseaux  de  passage 
passent  qui  passent  comme  cela  par  miracle. 

CONDITION 

Undamaged. 

SUBJECT 

The  inscription  is  taken  from  Jacques  Prevert's  poem 
"Comme  par  miracle."  This  poem  describes  a  man  leaving 
his  house  at  daybreak,  picking  and  eating  an  orange,  and 
returning  to  his  wife  who  is  still  in  bed.  They  make  love 
and  at  this  moment  migrating  birds  pass  high  in  the  sky 
above  them;  outside,  a  priest,  his  nose  in  his  breviary,  slips 
on  a  piece  of  orange  peel  the  man  had  thrown  away.  The 
words  "comme  par  miracle"  are  repeated  throughout  the 
poem.2 

A  very  similar  tapestry  made  in  1944  is  called  Le  Soleil 
sous  la  tables  it  shows  a  table  in  the  same  position,  with 
the  sun  underneath  it,  and  dead  birds  strung  along  its 
edge.  It  has  been  suggested  that  this  composition  symbol- 
izes conquered  France.  It  seems  equally  likely  that  Comme 
par  miracle,  besides  expressing  the  radiant  joy  of  Prevert's 
poem,  is  also  a  symbol  of  the  Liberation. 

RELATED  TAPESTRIES 

The  design  was  woven  four  times.  The  first  weaving  is  in 
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a  private  collection  in  Strasbourg,  104  is  the  second,  the 
third  is  in  a  private  collection,  and  the  fourth  is  in  a  private 
collection  in  Switzerland.4 

A  tapestry  of  the  same  design,  but  without  the  inscrip- 
tion, dated  1946,  was  in  a  private  collection  in  Scotland  in 
1953.5 

HISTORY 

In  the  collection  of  Denise  Majorel,  1946. 
Acquired  by  Seward  W.  Eric,  New  York,  several  years  before 
1950. 

Given  to  the  MMA  by  Seward  W.  Eric,  195 1. 
EXHIBITION 

Paris,  Musee  National  d'Art  Moderne,  1946.  La  Tapisserie 
frangaise  du  moy en-age  a  nos  jours,  cat.  no.  284.  As  owned 
by  Denise  Majorel. 


PUBLICATIONS 

Bazin,  Germain,  et  al.  La  Tapisserie  frangaise:  Muraille  et  laine. 
Paris,  1946,  pi.  49.  As  in  collection  of  Denise  Majorel, 
Doisneau. 

MMA  Annual  Report  195 1.  In  MMA  Bulletin,  n.s.  11  (1952- 

53)  p.  37.  Listed  among  gifts  received. 
Cassou,  Jean;  Damain,  Max;  and  Montard-Uldry,  Renee.  La 

Tapisserie  frangaise  et  les  peintres  cartonniers.  Paris,  1957,  p. 

76,  illus.  p.  59. 

NOTES 

1.  Reproduced  in  Le  Grand  Livre  de  la  tapisserie,  ed.  Joseph  Jobe 
(Paris,  1965)  p.  262.  The  name  of  the  firm  was  Tabard  Freres  et 
Soeurs. 

2.  Jacques  Prevert,  Histoires,  30  Poetnes  (Paris,  1946)  pp.  81,  82,  85. 
As  the  tapestry  was  designed  in  1945,  tnere  mav  ^ave  been  an 
earlier  publication  in  a  periodical,  or  the  artist  may  have  read  the 
poem  in  manuscript. 

3.  T.  Catesby  Jones,  "Jean  Lurcat  and  the  Renaissance  of  Tapestry," 
Magazine  of  Art  41  (1948)  p.  4. 

4.  Information  provided  by  Denise  Majorel. 

5.  20th  Century  Form:  Exhibition  of  Painting,  Sculpture  and  Archi- 
tecture, Whitechapel  Art  Gallery  (London,  1953)  no.  28.  Called 
Les  Quatres  Coins  Bis. 
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FRANCE 


Savonnerie  Manufactory 

The  Savonnerie  manufactory  at  Chaillot  was  established  primarily  to  make  carpets  with 
knotted  pile,  but  from  its  foundation  in  the  seventeenth  century  it  produced  other  things  in  the  same 
technique.  A  small  landscape  panel  (105)  may  have  been  made  in  the  middle  of  this  century,  and 
Saint  Peter  as  Pope  (106),  which  is  dated  1689,  was  woven  under  the  directorship  of  Bertrand  Louis 
Dupont  as  a  banner  for  the  church  of  Saint  Peter  at  Chaillot. 

Several  small  panels  with  flowers  and  birds  (107, 109, 113)  may  date  from  the  late  seventeenth 
or  early  eighteenth  century,  but  the  upholstery  for  two  armchairs  (110)  is  probably  contempora- 
neous with  the  frames  of  about  1730.  Screen  panels  designed  by  Francois  Desportes  were  made  in 
large  quantities  between  1719  and  1772;  the  single  panel  (111)  and  the  threefold  screen  (112)  show 
the  artist's  typical  birds.  The  set  of  three  panels,  however,  is  based  on  a  design  by  Belin  de  Fontenay. 

A  panel  with  a  parrot  and  a  squirrel  (114),  which  was  probably  made  about  1750,  exists  in 
several  versions,  including  an  English  one  (133).  The  portrait  of  the  emperor  Joseph  II  (116)  was 
woven  under  the  directorship  of  Duvivier  the  Younger;  the  emperor  went  to  Paris  in  1777  and 
visited  the  manufactory.  Except  for  the  head,  the  design  is  based  on  a  portrait  of  his  father,  Francis  I. 


Seventeenth-Century  Embroideries 

Four  large  hangings  embroidered  on  canvas  (117)  each  represent  a  season,  a  classical 
deity,  and  one  of  the  children  of  Louis  XIV  and  Mme  de  Montespan.  The  designs  are  derived  from 
works  of  the  Le  Brun  studio;  the  hangings  were  made  very  probably  in  the  convent  of  Saint 
Joseph-de-la-Providence,  in  Paris,  for  Mme  de  Montespan  about  1683. 

Meleager  presenting  the  head  of  the  Calydonian  boar  to  Atalanta  is  the  main  subject  in  an 
embroidered  panel  of  the  late  seventeenth  century  (118).  The  background  includes  representations 
of  several  fountains  in  the  gardens  of  Versailles. 


643 


105  Landscape 


French  (Paris);  woven  in  knotted  technique, 

mid-seventeenth  century. 
Wool. 

i  ft.  7  in.  x  i  ft.  1 1  in.  (48  cm  x  58  cm). 

121  knots  per  square  inch,  20  per  square  centimeter. 

Gift  of  J.  Pierpont  Morgan,  1906  (07.225.473a). 

DESCRIPTION 

The  landscape  is  rendered  entirely  in  dull  tones,  the 
trees  in  light  and  dark  greens,  with  yellow-brown  trunks, 
the  sky  in  yellow-brown.  The  distant  landscape  and  the 
foreground  are  in  slightly  darker  shades  of  the  same  col- 
ors, with  brown  passages  and  an  area  of  dark  greens  in  the 
lower  left  corner. 


CONDITION 

The  pile  has  disappeared  in  many  places  around  the 
edges,  especially  in  the  upper  corners. 


MANUFACTURE  AND  DATE 

Charles  I  of  England  owned  two  landscapes  in  the  Sa- 
vonnerie  technique.  One  is  described  in  the  1639  catalogue 
of  his  collection  by  Abraham  van  der  Doort  as  "a  Lan- 
skipp  peece  of  trees  and  some  moorish  water  wherein  Two 
Ducks  a  swiming  and  some  troope  of  water  fflowers,  being 
done  in  a  new  way  of  stuff,  whereof  they  doe  make  Turkie 
Carpetts  wch  was  presented  to  yor  Matie  by  the  ffrench 
Embassador  in  an  all  over  gilded  frame."  The  dimensions 
are  given  as  1  foot,  10  inches  by  2  feet,  5  inches.1  It  was 
presumably  made  either  at  the  Louvre  by  Pierre  Dupont  or 
at  the  Savonnerie  by  Simon  Lourdet;  from  the  description, 
it  may  have  been  like  105.  But  it  has  been  suggested  that 
105  is  a  fragment  of  one  of  the  carpets  woven  for  the  Long 
Gallery  of  the  Louvre  between  1662  and  1689  by  mem- 
bers of  the  Dupont  and  Lourdet  families;  many  of  these 
carpets  have  small  landscapes  at  each  end.2 


HISTORY 

In  the  Georges  Hoentschel  collection,  Paris,  bought  as  a  whole 

by  J.  Pierpont  Morgan,  1906. 
Given  to  the  MMA  by  J.  Pierpont  Morgan,  1906. 


PUBLICATION 

Verlet,  Pierre.  The  Savonnerie.  Its  History.  The  Waddesdon 
Collection.  London,  1982,  p.  194,  fig.  123.  Said  to  have 
probably  formed  part  of  one  end  of  a  Louvre  Long  Gallery 
carpet. 

NOTES 

1.  Oliver  Millar,  ed.,  "Abraham  van  der  Doort's  Catalogue  of  the 
Collections  of  Charles  I,"  Walpole  Society  37  (1958-60)  pp.  156, 
157. 

2.  Verlet,  Savonnerie,  p.  194. 
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106  Saint  Peter  as  Pope 

Processional  banner 


French  (Paris);  woven  in  knotted  technique  at  the  Sayon- 
nerie  manufactory  probably  under  the  direction  of 
Bertrand  Francois  Dupont  (fl.  1687— 1720),  1689. 

Weaver's  name  and  date. 

Wool 

4  ft.  10  in.  x  4  ft.  8  in.  (1.47  m  x  1.42  m). 
169—195  knots  per  square  inch,  25—30  per  square 

centimeter. 
Rogers  Fund,  1943  (43.134). 

DESCRIPTION 

The  saint  wears  a  pale  gray  alb,  a  pale  yellow  and  brown 
cope,  a  yellow  and  brown  stole,  gray  sandals,  and  a  yellow 
and  brown  tiara  with  blue  gems.  His  eyes  are  brown,  his 
hair  and  beard  gray.  Except  for  some  pink  in  the  face,  the 
flesh  tones  are  pale  gray.  One  of  the  keys  is  blue,  the  other 
yellow-gray.  The  throne  is  entirely  in  tones  of  yellow, 
brown,  and  black.  The  background  shows  a  damask 
pattern  in  dull  yellow  on  a  pale  brown  ground.  The  panel 
is  inscribed  in  dull  yellow  in  the  upper  left  corner:  dv  • 
PONT  •  and  in  black  by  the  saint's  left  foot:  1689. 

CONDITION 

The  pile  has  disappeared  from  some  small  areas  at  the 
base  of  the  panel  and  is  markedly  lower  in  all  the  very  dark 
passages.  The  panel  appears  to  have  been  cut  on  both  sides 
and  at  the  bottom. 

SUBJECT 

The  panel  represents  the  patron  saint  of  the  parish  of 
Saint  Pierre  at  Chaillot  for  which  it  was  made  as  a  church 
processional  banner.  Ange  Nicolas  Duvivier,  director  of 
the  Savonnerie  manufactory,  described  in  March  18 16  a 
design  among  the  cartoons  as  representing  "Saint  Pierre 
assis  sur  une  espece  de  trone,  coiffe  de  la  tiare,  donnant  sa 
benediction  de  sa  main  droite  et  de  l'autre  tenant  les  clefs 
du  Paradis.  La  bordure  du  tableau  est  un  dessin  imitant  le 
damas.  Les  dimensions  de  ce  dessin  sont  de  2,33  m,  sur 
2,50  m  environ.  .  .  .'n  The  banner  was  thus  apparently 
originally  considerably  larger. 


SOURCE  OF  THE  DESIGN 

The  pose  and  the  arrangement  of  the  cope  are  remini- 
scent of  several  tomb  sculptures  of  popes  in  Saint  Peter's, 
such  as  that  of  Clement  X  (died  1676). 2 


WEAVER 

Louis  Dupont  took  over  his  father  Pierre's  workshop  at 
the  Louvre  in  1640  and  moved  to  the  Savonnerie  manu- 
factory at  Chaillot  in  1671.  His  son,  Bertrand  Francois, 
was  his  partner  in  1687  and  soon  after  became  the  sole 
director.3 


HISTORY 

Mrs.  Henry  Walters  sale,  Parke-Bernet,  New  York,  November 
30— December  4,  1943,  no.  1087,  illus.  Described  as  prob- 
ably Innocent  XI,  by  Louis  Du  Pont. 

Purchased  for  the  MMA  at  this  sale  through  the  Rogers  Fund. 


PUBLICATIONS 

MMA  Annual  Report  1943,  p.  32.  Described  as  a  pope,  prob- 
ably Saint  Peter. 

Jarry,  Madeleine.  "Savonnerie  Panels  and  Furnishing  Materials 
of  the  Seventeenth  and  Eighteenth  Centuries."  Connoisseur 
170  (1969)  p.  214.  Described  as  undoubtedly  one  of  the 
oldest  of  the  many  Savonnerie  portraits  in  existence. 

Verlet,  Pierre.  "Objets  prestigieux  retrouves."  Revue  de  VArt^ 
no.  34  (1976)  p.  62,  fig.  2.  Identified  as  the  banner  made  for 
Saint  Pierre  de  Chaillot  by  Louis  Dupont  in  1689. 

Verlet,  Pierre.  The  Savonnerie,  Its  History.  The  Waddesdon 
Collection.  London,  1982,  pp.  86,  315,  393  n.  14,  463  n. 
160,  fig.  37.  Described  as  probably  a  processional  banner, 
presented  by  one  of  the  Duponts  (perhaps  Bertrand  Francois) 
to  the  church  of  Saint  Pierre  at  Chaillot. 

NOTES 

1.  Verlet,  "Objets  prestigieux,"  p.  62. 

2.  F.J.  Bayer,  The  Book  of  the  Popes  (New  York,  1925)  p.  122. 

3.  Verlet,  Savonnerie,  pp.  64, 66. 
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107  Flowers  in  a  Golden  Vase,  with  Three  Birds 


French  (Paris);  woven  in  knotted  technique  at  the 
Savonnerie  manufactory,  late  seventeenth  or  early 
eighteenth  century. 

Wool. 

2  ft.  10  in.  x  2  ft.  4  in.  (86  cm  x  71  cm). 

129  knots  per  square  inch,  20  per  square  centimeter. 

Bequest  of  Julie  Heidelbach,  1932  (3  5.1 16.2). 


DESCRIPTION 

An  orange,  yellow,  and  brown  vase  stands  on  an  elabo- 
rate console  of  the  same  colors,  with  pale  green  and  blue 
details.  It  is  filled  with  flowers,  including  blue  convol- 
vulus, orange  and  yellow  tulips,  and  others  in  the  same 
colors  and  pale  yellow,  and  foliage  in  shades  of  blue, 
green,  and  yellow.  A  parrot  stands  on  either  side  of  the 
vase.  The  one  on  the  left  is  blue  with  pale  brown  and  pale 
orange  areas;  that  on  the  right  is  orange  and  brown,  with 
blue  tips  to  its  wings.  A  small  pale-gray  and  brown  bird 
with  red  on  its  head  flies  in  the  upper  left  corner.  The 


upper  part  of  the  background  is  speckled  pink  and  black; 
the  lower  is  red-brown  behind  the  large  birds  and  brown 
below. 

CONDITION 

Undamaged. 

SOURCE  OF  THE  DESIGN 

The  flowers  of  107, 109,  and  113  are  reminiscent  of  the 
style  of  Jean  Baptiste  Monnoyer  (1636— 1699)  and  of  his 
pupil  Jean  Baptiste  Belin  de  Fontenay  (1653 -1 715).  The 
latter  is  known  to  have  made  designs  for  the  Savonnerie 
manufactory. 

WEAVER  AND  DATE 

The  date  of  107  and  similar  floral  pieces  can  only  be 
estimated  on  stylistic  grounds.  107,  with  its  heavy,  sym- 
metrical, classical  lower  part  would  seem  to  be  the  earliest, 
and  was  probably  designed  in  the  seventeenth  century. 
But  designs  continued  to  be  woven  at  the  Savonnerie 
manufactory  for  many  years  after  their  first  appearance. 
In  the  seventeenth  century,  the  Dupont  family  is  believed 
to  have  been  responsible  for  the  fine  small  pieces  at  first 
woven  in  their  workshop  at  the  Louvre  and  later  at  Chail- 
lot.1  It  is  not  possible  to  say  which  of  the  entrepreneurs  at 
the  Savonnerie  produced  panels  that  are  not  signed. 

HISTORY 

Bequeathed  to  the  MMA  by  Mrs.  Julie  Heidelbach  (Mrs.  Alfred 
Heidelbach),  Paris,  1932. 

PUBLICATIONS 

Phillips,  John  Goldsmith.  "A  Bequest  of  Gobelins,  Beauvais, 

and  Savonnerie  Panels."  MMA  Bulletin  31  (1936)  p.  30. 

Dated  1675— 1750;  said  to  show  a  close  resemblance  to  the 

designs  of  Baptiste  Monnoyer. 
Verlet,  Pierre.  The  Savonnerie,  Its  History.  The  Waddesdon 

Collection.  London,  1982,  p.  462,  n.  151.  Mentioned  as  a 

Savonnerie  panel  of  flowers. 

NOTE 

1.  Pierre  Verlet,  "Quelques  considerations  sur  la  technique  des  tapis 
de  la  Savonnerie  aux  XVIIe  et  XVIIIe  siecles,"  Bulletin  de  Liaison 
du  Centre  International  d'Etude  des  Textiles  Anciens,  no.  27 
(1968)  p.  72. 


108  Flowers  and  Fruit  with  a  Bird  and  an  Animal 


Fragment 


French;  woven  in  knotted  technique  perhaps  at  the 
Savonnerie  manufactory,  late  seventeenth  or  early 
eighteenth  century. 

Wool. 

2  ft.  2  in.  x  i  ft.  io  in.  (66  cm  x  $6  cm). 

99  knots  per  square  inch,  16  per  square  centimeter. 

Bequest  of  Irwin  Untermyer,  1973  (1974. 28.1). 

DESCRIPTION 

As  the  piece  is  mounted  on  a  stool,  the  hindquarters  of 
the  animal  on  the  right  and  the  tail  of  the  bird  on  the  left 
are  not  visible  from  above.  The  animal,  perhaps  a  mon- 
key, is  in  shades  of  brown,  with  a  blue  eye;  the  bird  is  blue 
and  green  with  a  red  eye  and  some  pink  feathers.  The 
flowers  and  fruit  are  in  shades  of  brown,  pink,  tan,  and 
cream;  the  large  crown  imperial  at  the  top  is  a  golden 
brown  on  a  speckled  pink  and  dark  green  stalk.  The  lily  is 
brown  and  cream,  with  pink  stamens.  The  spotted  berries 
under  the  animal  are  cream  with  dark  green  spots.  The 
foliage  is  in  shades  of  green,  blue-green,  and  dull  pale 
yellow.  The  ground  is  very  dark  brown  or  black. 

CONDITION 

There  is  a  small  slit  at  the  upper  right  and  a  bare  spot  on 
the  animal's  left  hind  leg. 


MANUFACTURE  AND  DATE 

The  quality  of  the  drawing  suggests  a  less  prestigious 
manufacture  than  the  Savonnerie.  The  densely  packed 
design  and  dark  ground  are  characteristic  of  Savonnerie 
work  in  the  late  seventeenth  century. 
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109  Flowers  in  a  Silver  Vase 


French  (Paris) ;  woven  in  a  knotted  technique,  at  the 
Savonnerie  manufactory,  late  seventeenth  or  early 
eighteenth  century. 

Wool. 

2  ft.  3  V2  in.  x  2  ft.  (70  cm  x  61  cm). 

143-169  knots  per  square  inch,  25  per  square  centimeter. 

Bequest  of  Julie  Heidelbach,  1932  (3  5. 11 6. 5). 

DESCRIPTION 

A  blue  and  cream  vase,  with  two  snakes  forming  the 
handles,  stands  on  a  yellow  and  brown  support.  It  is  filled 
with  flowers  in  shades  of  pale  yellow,  cream,  pale  pink, 
and  pale  brown,  with  foliage  in  blue,  green,  and  pale  yel- 
low. The  background  is  black. 

CONDITION 

There  are  extensive  restorations,  especially  in  the  vase 
and  the  support.  The  flowers  are  badly  faded,  so  that  the 
interior  modeling  is  in  many  cases  no  longer  visible. 

HISTORY 

Bequeathed  to  the  MMA  by  Mrs.  Julie  Heidelbach  (Mrs.  Alfred 
Heidelbach),  Paris,  1932. 

PUBLICATIONS 

Phillips,  John  Goldsmith.  "A  Bequest  of  Gobelins,  Beauvais, 

and  Savonnerie  Panels."  MMA  Bulletin  31  (1936)  p.  30. 

Dated  1675 -1750;  said  to  show  a  close  resemblance  to  the 

designs  of  Baptiste  Monnoyer. 
Verlet,  Pierre.  The  Savonnerie.  Its  History.  The  Waddesdon 

Collection.  London,  1982,  p.  462,  n.  151.  Mentioned  as  a 

Savonnerie  panel  of  flowers. 


110  Upholstery  panels 

Backs,  seats,  and  armrests  for  two  armchairs 


Hackenbroch  and  James  Parker,  no.  n,  illus.  (one).  Said  to 
have  been  made  for  these  chair  frames. 


French  (Paris) ;  woven  at  the  Savonnerie  manufactory  in 

knotted  technique,  about  1720—30. 
Wool. 

Two  backs  approx.  2  ft.  2  in.  x  2  ft.  1  in.  (66  cm  x  64  cm); 
two  seats  approx.  2  ft.  x  2  ft,  3  in.  (61  cm  x  69  cm); 
four  armrests  1  ft.  1 V2  in.  x  6  in.  (34  cm  x  1 5  cm). 
100  knots  per  square  inch,  16  per  square  centimeter. 
The  Lesley  and  Emma  Sheafer  Collection,  Bequest  of  Emma 

A.  Sheafer,  1973  (1974. 356.191  [noa];  1974.356.192 

[nob]). 

DESCRIPTION 

The  grounds  of  all  the  panels  are  a  light  tan.  The  backs 
(both  alike  except  in  details)  show  fantastic  flowers  in 
shades  of  blue,  red,  and  dull  yellow,  with  foliage  in  shades 
of  blue-green,  dull  green,  red,  and  dull  yellow,  rising  from 
a  turf  in  dull  yellow-green  and  pale  brown.  The  seats  (both 
alike)  show  a  design  with  different  flowers  and  leaves  in 
the  same  colors,  rising  from  a  larger  expanse  of  dull  green 
and  brown  ground.  The  armrests  (all  different)  have  simi- 
lar flowers  and  leaves. 


CONDITION 

A  few  worn  areas  are  apparent  in  dark  brown  passages. 

RELATED  PANELS 

Eight  other  chairs  with  this  upholstery  were  in  the 
collections  of  the  due  de  La  Roche-Guyon  and  Francis 
Guerault;  two  of  these  are  in  the  Musee  Nissim  de 
Camondo,  Paris.1 


HISTORY 

In  the  collection  of  the  due  de  La  Roche-Guyon. 

Francis  Guerault  sale,  3  rue  Roquepine,  Paris,  March  21,  22, 

1935,  no.  62,  illus.  (two). 
Bequeathed  to  the  MMA  by  Emma  A.  Sheafer,  1974. 

EXHIBITION 

New  York,  MMA,  1975.  The  Lesley  and  Emma  Sheafer  Col- 
lection: A  Selective  Presentation,  Catalogue  by  Yvonne 
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PUBLICATIONS 

"Guerault  Auction  Offers  Collectors  Many  Fine  Pieces."  Art 

News  33  (March  2, 1953)  p.  n,  l^us-  (one). 
Verlet,  Pierre.  The  Savonnerie.  Its  History.  The  Waddesdon 

Collection.  London,  1982,  pp.  392  n.  6,  fig.  45  (one).  Dated 

about  1720. 


NOTE 


1.  Musee  Nissim  de  Camondo  (Paris,  1973)  P- 1 5> no-  38>  illus .  (one). 
Dated  1725-30. 


Ill  Hawk  and  Three  Pheasants 

Panel  for  a  screen 

French  (Paris);  designed  by  Francois  Desportes 

(1661-1743),  about  1718,  and  woven  at  the  Savonnerie 
manufactory  in  knotted  technique,  1719-72. 

Wool. 

6  ft.  1  in.  x  2  ft.  3  in.  (1.85  m  x  69  cm). 

108  knots  per  square  inch,  17  per  square  centimeter. 

Gift  of  J.  Pierpont  Morgan,  1906  (07.225.284). 


DESCRIPTION 

From  two  red  scrolling  forms  at  the  top  of  the  panel 
hangs  a  garland  of  blue-green  leaves,  white  and  yellow 
flowers,  and  a  gray  and  brown  game  pouch  with  red  and 
yellow  straps;  there  is  a  dead  brown  and  white  bird  in  the 
pouch.  Beneath  these,  a  pale  brown  and  gray  hawk  hovers 
over  an  orange  tree  with  green  and  yellow  leaves,  white 
flowers,  and  yellow  and  orange  fruit.  At  either  side  of  the 
hawk  is  a  gray  and  brown  lure  and  behind  it  sprays  of  dark 
blue-green  leaves  and  red  and  yellow  buds.  Below  the 
lures  are  scrolling  forms  in  blue  and  pale  yellow.  On  the 
ground  by  the  pale  gray  and  brown  trunk  of  the  orange 
tree  are  three  pheasants  in  brown,  blue,  red,  gray,  and  pale 
yellow,  with  leaves  and  flowers  in  blue-green,  pale  yellow, 
and  pale  pink.  Blue  scrolls  flank  the  group  of  birds  at  the 
bottom  of  the  panel.  The  sky  behind  the  central  scene  is 
white  at  the  top,  blue  in  the  center.  The  background  be- 
hind the  tree  is  brown.  The  foreground  is  in  pale  tones  of 
yellow,  green,  and  brown.  The  outer  ground  is  dark  yel- 
low at  the  top,  paler  below. 

CONDITION 

A  few  very  small  holes  can  be  seen  in  the  upper  corners 
and  elsewhere. 

SUBJECT 

The  description  of  the  panel  in  the  list  of  "ouvrages  faits 
par  le  sieur  Dupont  en  1719  et  1720"  of  the  manufactory 
register  (Registre  d'Antiri)  reads:  "une  terasse  au  bas  ou 
sont  posse  des  fessants  sous  un  orenger  audesus  duquel 
orenge  est  un  oyseau  de  proye  les  ailes  eployez  sur  un  ciel, 
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le  tout  entourez  d'un  fond  pourpre."  A  description  of 
1735  in  the  Journal  du  Garde-Meuble  reads:  "au  milieu 
un  oranger,  par  le  haut  un  oiseau  de  proye  volant,  au 
dessus  une  gibeciere  entouree  d'une  guirlande  de  roses,  et 
par  bas  deux  faisans  et  un  faisandeau." 

The  other  five  designs  that,  with  111,  make  up  a  stan- 
dard sixfold  screen  of  the  period,  show  two  rabbits  (the 
same,  in  reverse,  as  those  on  a  chair  back  and  seat  of  74) 
and  two  monkeys;  three  ducks,  a  rosebush,  a  parrot,  and 
a  crested  cockatoo;  two  leopards  and  two  parrots;  two 
hounds  with  the  head  of  a  stag  seen  face-on;  and  two 
foxes,  a  toucan,  and  other  birds.1 


SOURCE  OF  THE  DESIGN 

Desportes  was  paid  in  1719  for  designs  on  paper  for 
three  screen  panels,  each  four  pieds  high,  and  for  three 
others  of  six  pieds.  1 1 1  belongs  to  the  taller  series,  the 
seventh  made  at  the  Savonnerie.  The  central  pheasant  and 
the  one  on  the  right  are  found  in  a  sketch  by  Desportes 
owned  by  the  Musee  National,  Compiegne,  on  exhibition 
at  the  Musee  de  la  Chasse  et  de  la  Nature,  Paris  (fig.  78) ;2 
this  sketch  was  the  basis  for  a  painting,  signed  and  dated 
171 1,  in  the  Thomas  Bodkin  sale,  Sotheby's,  London, 
November  11, 1959  (no.  30,  illus.).  The  two  birds  on  the 
left  of  in,  with  the  large-leafed  plant  beside  them  (a 
mullein)  are  found  on  a  dessus-de-porte  for  Marly,  signed 
by  Desportes  and  dated  17 14,  in  the  Musee  de  la  Chasse. 
The  bird  lying  down  in  1 1 1  appears  in  another  sketch  at 
the  same  museum,  on  loan  from  the  Sevres  manufactory; 
this  is  said  to  be  a  study  for  a  painting  of  1702  also  made 
for  Marly.3  Similar  birds  are  found  in  a  signed  painting 
sold  at  the  Hotel  George  V,  Paris,  March  1 2, 1 974  (no.  1 3 , 
illus.).  The  swooping  bird  is  found,  reversed,  on  a  sketch, 
Busard  en  voU  in  the  Manufacture  Nationale  de  Sevres 
(%.79).4 


WEAVER  AND  DATE 

Screens  including  panels  of  this  design  were  woven 
while  the  manufactory  was  under  the  control  of  Bertrand 
Francois  Dupont,  1714-20,  Jacques  de  Noinville,  1721- 
42,  Pierre  Charles  Duvivier,  1743—74,  and  Nicolas  Cyrien 


fig.  78.  Pheasants ,  by  Francois  Desportes.  Oil  sketch.  Musee  de  la 
Chasse  et  de  la  Nature,  Paris,  on  loan  from  the  Musee  Na- 
tional, Compiegne.  Photo:  Agraci. 


fig.  79.  Busard  en  vol,  by  Francois  Desportes.  Oil  on  paper.  Musee 
de  la  Chasse  et  de  la  Nature,  Paris,  on  loan  from  the  Manu- 
facture Nationale  de  Sevres. 
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Duvivier,  1775— 1807.  A  total  of  143  leaves  were  prob- 
ably woven.5  The  fine  quality  of  1 1 1  suggests  that  it  is  an 
early  example. 

RELATED  PANELS 

There  are  complete  screens  of  all  six  panels  at  Waddes- 
don  Manor,  owned  by  the  English  National  Trust,6  and  in 
the  Huntington  Collection,  San  Marino.7  The  panel  in  the 
latter  corresponding  to  1 1 1  is  slightly  shorter.  The  design 
is  found  in  two  three-panel  screens  in  the  Swedish  National 
Collection,  appearing  twice  in  one  of  them;  both  the  latter 
examples  show  the  complete  form  of  the  scrolls  at  the 
top.8  This  is  also  true  of  a  version  of  111  that  was  sold  at 
the  Hotel  Drouot,  Paris,  November  14,  1975  (no.  154, 
illus.),  perhaps  identical  with  a  panel  of  pheasants  and  a 
bird  of  prey,  owned  by  the  comtesse  de  Behagle  in  193  6.9 
The  swooping  hawk,  sometimes  reversed,  is  found  on  a 
panel  with  different  surroundings  and  water  birds  below 
that  was  woven  from  17 19  onward.10  Screens  with  some 
of  the  designs  that  are  associated  with  1 1 1  are  in  the  Mo- 
bilier  National,  Paris,  the  Louvre,  and  at  least  three  pri- 
vate collections  in  Paris.  Two  pairs  each  of  the  rabbits  and 
monkeys  and  the  ducks,  parrot,  and  crane  are  in  the  J. 
Paul  Getty  Museum,  Malibu.  A  total  of  at  least  59  extant 
leaves  of  the  six  designs  has  been  recorded.11 

HISTORY 

Savonnerie  screen  panels  were  made  for  the  anterooms  of  the 
king  and  members  of  the  royal  family. 


In  the  Georges  Hoentschel  collection,  Paris,  bought  as  a  whole 

by  J.  Pierpont  Morgan,  1906. 
Given  to  the  MMA  by  J.  Pierpont  Morgan,  1906. 

PUBLICATIONS 

Wark,  Robert  R.  French  Decorative  Art  in  the  Huntington  Col- 
lection, San  Marino,  Calif.,  1961,  p.  75.  Mentioned. 

Verlet,  Pierre.  The  Savonnerie.  Its  History.  The  Waddesdon 
Collection.  London,  1982,  p.  467,  n.  2.0.  Listed. 


NOTES 

1.  Verlet,  Savonnerie,  pp.  330-40,  no.  15  (account  of  Waddesdon 
screen). 

2.  Thomas  Bodkin,  "Desportes  as  Landscape  Painter,"  Artwork  5 
(1929)  p.  204,  fig.  III. 

3.  Georges  de  Lastic,  "Desportes  et  Oudry,  peintres  des  chasses  ro- 
yales,"  Connoisseur  196  (December  1977)  p.  291,  fig.  2.  See  also 
74- 

4.  U Atelier  de  Desportes,  exh.  cat.,  Louvre  (Paris,  1982)  no.  26. 

5.  Verlet,  Savonnerie,  p.  337. 

6.  Verlet,  Savonnerie,  no.  15,  fig.  204. 

7.  Wark,  French  Decorative  Art,  p.  75,  figs.  43-45. 

8.  John  Bottiger,  Svenska  Statens  Samling  af  Vafda  Tapeter  (Stock- 
holm, 1898)  vol.  3,  pp.  75,  76,  pi.  93. 

9.  Les  Fleurs,  les  animaux,  exh.  cat.,  Musee  de  Peinture  (Rouen, 
1936)  no.  320. 

10.  Verlet,  Savonnerie,  pp.  301, 458  n.  83,  fig.  183.  Examples  are  in  the 
Mobilier  National  and  the  Nissim  de  Camondo  Museum,  Paris; 
the  Musee  Ephrussi,  Saint-Jean-Cap-Ferrat;  and  the  Swedish  Na- 
tional Collection.  One  was  sold  at  Sotheby's,  New  York,  May  4, 
1984  (no.  33,  illus.),  called  nineteenth  century. 

11.  Verlet,  Savonnerie,  pp.  337,  467  n.  20  (locations  of  all  known 
examples  given). 

12.  Verlet,  Savonnerie,  pp.  292,  304,  519. 
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112  Trophies  and  Birds 


Three  panels  for  a  screen 

French  (Paris);  designed  by  Jean  Baptiste  Belin  de  Fontenay 
(1653 -i 715)  and  (possibly)  Francois  Desportes 
( 1 661-1743);  woven  in  knotted  technique  at  the 
Savonnerie  manufactory,  1715—50. 

Wool. 

Each  panel  9  ft.  x  2  ft.  z  in.  (2.74  m  x  66  cm). 

120  knots  per  square  inch,  19  per  square  centimeter. 

Gift  of  the  Samuel  H.  Kress  Foundation,  1958  (58.75.128). 


DESCRIPTION 

Each  panel  shows  an  arbor  supported  by  golden  vertical 
bars  with,  at  the  bottom,  a  golden  urn  filled  with  flowers 
standing  on  a  blue  and  yellow  pedestal.  In  the  center  of 
each  panel  is  a  medallion  with  a  blue  ground  and  two 
birds.  Swags  of  flowers  and  fruit  hang  from  the  tops  of  the 
arbor  with,  in  the  center,  a  trophy  supported  by  a  blue 
ribbon  tied  in  a  bow.  The  background  is  cream  colored 
above,  green  behind  the  urns. 

Left  panel:  The  trophy  consists  of  a  gold  thyrsus  and 
ewer,  with  a  bunch  of  dull  blue  grapes,  a  symbol  of  Bac- 
chus. The  birds  in  the  central  medallion  are  a  green  wood- 
pecker and  a  dull  orange  and  golden  brown  oriole.  The 
flowers  in  the  urn  are  red,  white,  blue,  and  pale  yellow- 
brown,  with  leaves  in  shades  of  blue-green. 

Center  panel:  The  trophy  consists  of  a  golden  flaming 
torch  and  a  quiver  with  arrows,  a  symbol  of  Cupid.  The 
flying  bird  in  shades  of  brown  and  gray  is  a  magpie;  the 
standing  one  is  a  brown  and  gray  jay  with  a  blue  wing.  The 
flowers  in  the  urn  are  dull  yellow  and  pale  blue  with  fo- 
liage in  shades  of  blue-green. 

Right  panel:  The  trophy  consists  of  a  golden  sheaf  of 
grain,  a  golden  wind  instrument,  and  a  pale  brown  sickle, 
wreathed  with  blue  cornflowers,  a  symbol  of  Ceres.  Par- 
rots in  red,  golden  yellow,  and  blue  are  perched  on  a  gold 
rod  in  the  medallion.  The  flowers  in  the  urn  are  in  shades 
of  golden  yellow,  red,  white,  and  blue,  with  ears  of  golden 
wheat  and  red  poppies  among  them.  The  foliage  is  blue- 
green. 

CONDITION 

There  are  small  areas  of  moth  damage. 


SUBJECT 

The  description  of  the  three  panels  of  1 12  in  the  manu- 
factory register  (Registre  d'Antiri)  reads: 

un  berceau  rempli  de  feuillages  verds,  au  bas  dudit  para- 
vent  est  une  terrasse  en  forme  de  gazon  remply  de  petites 
fleurs  sur  lequel  est  pose  un  vas  garni  de  fleurs  au  naturel, 
au  dessus  est  le  milieu  qui  est  un  fond  bleu  clair  et  une  petite 
terrasse  sur  laquelle  est  posee  un  geay  et  une  pie  enfermee 
d'un  cartouche  orne  de  fleurs,  audessus  des  festons  de 
fleurs  au  naturel,  a  cote  les  soutiens  du  berceau  autour 
duquel  tourne  une  guirlande  de  fleurs,  le  tout  a  fond 
chamois  enferme  d'un  fond  violet  .  .  .  meme  ordonnance 
excepte  que . . .  dans  le  milieu  2  perroquets  dont  un  rouge  et 
Pautre  jaune  et  bleu . . .  dans  le  milieu  un  loriot  et  un  pivert. 

The  other  three  panels  of  a  complete  set  of  six  have  a 
cock  and  a  Chinese  hen,  two  pigeons,  and  two  parrots, 
one  gray  and  the  other  green  and  red.1  From  other  screens 
with  all  six  panels,  it  can  be  determined  that  the  trophy 
with  the  cock  and  Chinese  hen  is  a  royal  crown,  scepter, 
and  Hand  of  Justice;  with  the  two  pigeons,  two  floral 
wreaths;  and,  for  the  other  pair  of  parrots,  the  lyre,  bow, 
and  long  arrow  of  Apollo. 

SOURCE  OF  THE  DESIGN 

The  basic  design  was  first  used  for  twelve  panels  with 
the  arms  and  emblems  of  Queen  Marie  Therese,  wife  of 
Louis  XIV,  that  were  delivered  in  17 16  and  described  as 
"dessein  de  M.  Fontenay."  Belin  de  Fontenay  is  also 
named  as  the  designer  of  twelve  panels  with  birds,  de- 
livered in  1730,  but  the  birds  that  replaced  the  queen's 
symbols  were  probably  ordered  from  Desportes.  The  at- 
tribution of  Bacchus  in  the  panel  with  the  woodpecker 
and  the  oriole  are  replacements  for  a  royal  crown.2 

WEAVER  AND  DATE 

Bertrand  Francois  Dupont  was  head  of  the  manufac- 
tory when  the  first  screens  of  these  designs  were  made. 
They  continued  to  be  produced  under  his  successor,  Jac- 
ques de  Noinville,  until  1740,  when  panels  of  a  new  design 
in  a  later  style  took  their  place.3 
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RELATED  EXAMPLES 

At  least  138  panels  were  woven  of  the  designs.4  A  screen 
in  the  Mobilier  National,  Paris,  consists  of  the  Ceres,  Bac- 
chus, Apollo,  and  pigeons  panels.5  It  is  shorter  than  112, 
so  that  the  tops  of  the  arbors  are  missing.  Six  panels  at 
Versailles  show  all  the  subjects  except  the  Apollo  design; 
the  royal  crown  appears  twice.6  A  three-panel  screen  also 
at  Versailles  has  two  Cupid  panels  and  a  royal  crown.7 
The  Ceres  and  pigeons  panels  are  in  a  screen  in  the  Swed- 
ish National  Collection  with  the  two  parrots  usually 
found  under  the  Bacchus  trophy  instead  of  the  cock  and 
hen;  the  panels  are  wider  than  112,  showing  more  of  the 
crimson  ground  outside  the  arbors.8  Two  Cupid  panels, 
an  Apollo,  and  a  Ceres  make  up  a  screen  in  the  Abbaye  de 
Chaalis;  the  tops  of  the  arbors  are  missing.9  Ten  panels  in 
the  Mme  d'Yvon  sale,  Galerie  Georges  Petit,  Paris,  May 
30-June  4, 1892  (no.  673),  included  two  each  of  Bacchus, 
Ceres,  Apollo,  Cupid,  and  the  pigeons;  the  six  panels  of 
Cupid,  Bacchus,  and  Ceres  were  sold  by  the  Seligmann 
family  at  Sotheby  Parke  Bernet  Monaco,  June  14,  15, 
198 1  (no.  54,  illus.),  and  are  in  the  J.  Paul  Getty  Museum, 
Malibu.10  Three  Bacchus  panels,  two  Ceres,  and  an 
Apollo  make  up  a  screen  in  the  Calouste  Gulbenkian  Col- 
lection, Lisbon,11  and  three  Cupid  panels,  a  Ceres,  a  royal 
crown,  and  the  pigeons  were  in  the  Mme  C.  Lelong  sale, 
Galerie  Georges  Petit,  Paris,  April  27—1  May,  1903  (no. 
452,  illus.).  The  X  sale  at  the  Galerie  Jean  Charpentier, 
Paris,  May  28,  1935,  included  a  screen  (no.  76,  illus.)  of 
two  Apollos,  a  Cupid,  and  the  pigeons  panel.  All  the  sub- 
jects are  represented  on  a  sixfold  screen  sold  at  the  Palais 
Galliera,  Paris,  April  1, 1965  (no.  133,  illus.  on  cover). 

PUBLICATIONS 

MMA  Annual  Report  1957-1958.  In  MMA  Bulletin,  n.s.  17 
(1958—59)  p.  62.  Mentioned. 


Dauterman,  Carl  Christian;  Parker,  James;  and  Standen,  Edith 
Appleton.  Decorative  Art  from  the  Samuel  H.  Kress  Collec- 
tion at  the  Metropolitan  Museum  of  Art.  London,  1964,  pp. 
250,  252,  253,  illus.  Designs  attributed  to  Belin  de  Fontenay, 
dated  1714-50,  other  examples  listed. 

Verlet,  Pierre.  "Les  paravents  de  Savonnerie  pendant  la  pre- 
miere moitie  du  XVIIIe  siecle."  V Information  d'Histoire  de 
VArt  12  (1967)  p.  112,  n.  25.  Mentioned.  Series  called  fifth 
screen-panel  type  made  at  manufactory;  documentary  evi- 
dence of  date  and  designer  (Belin  de  Fontenay)  quoted;  Des- 
portes  suggested  as  designer  of  birds;  examples  in  public  col- 
lections listed,  including  112. 

Verlet,  Pierre.  The  Savonnerie.  Its  History.  The  Waddesdon 
Collection.  London,  1982,  p.  458,  n.  82.  Mentioned. 


NOTES 

1.  Verlet,  Savonnerie,  p.  457,  n.  82. 

2.  Verlet,  Savonnerie,  pp.  457, 458,  n.  82. 

3.  Verlet,  Savonnerie,  p.  457,  n.  82. 

4.  Verlet,  Savonnerie,  p.  457,  n.  82. 

5.  Madeleine  Jarry,  "Savonnerie  Panels  and  Furnishing  Materials  of 
the  Seventeenth  and  Eighteenth  Centuries,"  Connoisseur  170 
(1969)  p.  217,  fig.  12. 

6.  G.  Van  der  Kemp,  "Musees  de  Versailles  et  des  Trianon:  Acquisi- 
tions de  1964,"  Revue  du  Louvre,  1965,  p.  284,  fig.  10. 

7.  "La  Chronique  des  arts,"  supplement  to  Gazette  des  Beaux-Arts, 
6th  ser.,  79,  no.  1237  (February  1972)  p.  14,  illus. 

8.  John  Bottiger,  Svenska  Statens  Samling  af  Vafda  Tapeter  (Stock- 
holm, 1898)  vol.  3,  p.  73,  pi.  87. 

9.  Louis  Gillet,  "Institut  de  France,  Musee  Jacquemart- Andre,  Ab- 
baye de  Chaalis,"  Les  Arts,  no.  151  (July  1914)  p.  19,  illus. 

10.  "Some  Acquisitions  (1983-84)  in  the  Department  of  Decorative 
Arts,  The  J.  Paul  Getty  Museum,"  Burlington  Magazine  126 
(1984)  p.  384,  illus. 

11.  Ob  jets  d'art  frangais  de  la  Collection  Calouste  Gulbenkian  (Lis- 
bon, 1969)  no.  20,  illus. 
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113  Flowers  in  a  Golden  Vase,  with  a  Parrot 


French  (Paris);  woven  in  knotted  technique  at  the  Savon- 
nerie  manufactory,  late  seventeenth  or  early  eighteenth 
century. 

Wool. 

2  ft.  6V2  in.  x  2  ft.  2  in.  (77  cm  x  66  cm). 
1 1 0-12 1  knots  per  square  inch,  17-19  per  square  centi- 
meter. 

Bequest  of  Julie  Heidelbach,  1932  (35. 116. 1). 


DESCRIPTION 

A  golden  brown  vase  stands  on  a  pale  brown  table.  It  is 
filled  with  a  variety  of  flowers,  including  pink  and  white 
and  yellow  and  red  striped  tulips,  pink  roses,  white  narcis- 
sus with  yellow  and  brown  centers,  red  and  white  striped 
carnations,  a  fringed  red  and  yellow  poppy,  and  others  in 
the  same  colors,  with  blue  and  lavender,  and  foliage  in 
blues,  greens,  yellows,  and  browns.  On  the  table  stands  a 
blue-green  parrot  with  a  red  tail,  yellow  underparts,  red 
eye,  and  brown  beak  and  claws;  it  places  one  claw  on  a 
bunch  of  blue,  red,  and  white  grapes.  The  background  is 
blue. 


CONDITION 

Undamaged. 


HISTORY 

Bequeathed  to  the  MMA  by  Mrs.  Julie  Heidelbach  (Mrs.  Alfred 
Heidelbach),  Paris,  1932. 

PUBLICATIONS 

Phillips,  John  Goldsmith.  "A  Bequest  of  Gobelins,  Beauvais, 

and  Savonnerie  Panels."  MMA  Bulletin  31  (1936)  p.  30. 

Dated  1675— 1750;  said  to  show  a  close  resemblance  to  the 

designs  of  Baptiste  Monnoyer. 
Verlet,  Pierre.  The  Savonnerie.  Its  History.  The  Waddesdon 

Collection.  London,  1982,  p.  462,  n.  151.  Mentioned  as  a 

Savonnerie  panel  of  flowers. 
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114  Parrot  and  Squirrel 


French  (Paris);  woven  in  knotted  technique  possibly  at  the 

Savonnerie  manufactory,  mid-eighteenth  century. 
Wool. 

2  ft.  i  in.  x  i  ft.  9  in.  {64  cm  x  53  cm). 

145  knots  per  square  inch,  22.5  per  square  centimeter. 

Bequest  of  Julie  Heidelbach,  1932  (35. 116. 3). 


DESCRIPTION 

A  red  parrot  or  macaw  with  a  pale  yellow  patch  around 
its  black  eye,  a  pale  yellow  and  brown  beak,  and  dull  green 
and  blue  wings,  sits  on  a  branch  of  a  brown  tree  stump.  It 
holds  in  its  beak  the  stalk  of  a  twig  with  two  brown  and 
green  leaves  and  a  red  cherry  that  it  grasps  with  one  claw. 
At  the  foot  of  the  stump  is  an  overturned  basket  in  brown 
and  pale  yellow,  from  which  blue  grapes,  red  cherries, 
blue  plums,  and  other  fruit,  with  green  vine  leaves,  have 
fallen.  A  yellow-brown  squirrel,  with  black  eye  and 
whiskers,  holds  a  grape.  The  background  is  a  landscape  in 
shades  of  green,  blue,  and  brown.  The  sky  is  pale  blue 
above,  pale  yellow  below.  The  foreground  is  in  shades  of 
brown,  green,  dull  yellow,  and  black. 


CONDITION 

Undamaged. 

MANUFACTURE  AND  DATE 

Two  other  versions  of  the  design,  attributed  to  the  Sa- 
vonnerie manufactory,  have  appeared  in  French  sales; 
they  had  been  owned  by  noblemen,  who  may  well  have 
inherited  them  from  the  original  purchasers.  There  seems 
no  reason  to  doubt  that  these  pieces  were  made  in  France, 
probably  in  the  second  quarter  of  the  eighteenth  century. 
As  114  was  received  from  a  donor  who  lived  in  Paris,  it 
also  is  probably  French. 


RELATED  PIECES 

Four  other  versions  show  the  same  scene,  with  only 
minute  differences,  in  a  rocaille  border,  on  a  red  ground. 
This  border  is  exactly  the  same  for  two  pieces  with  a 
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French  provenance.  One  was  in  the  due  de  V  .  .  .  sale, 
Galerie  Jean  Charpentier,  Paris,  December  10,  1935  (no. 
13,  illus.),  described  as  Savonnerie  work  of  the  Regence 
period,  coming  from  the  collection  of  the  due  de  Morte- 
mart;  it  was  later  in  the  Lopez-Taragoya  collection  at 
Neuilly.1  Another  in  the  comte  de  S  .  .  .  sale,  also  at  the 
Galerie  Jean  Charpentier,  March  15, 1937  (no.  49,  illus.), 
was  described  as  Savonnerie  work  of  the  Louis  XV  period. 
Two  other  versions  are  presumably  English;  these  panels 
were  woven  after  1750,  probably  from  a  Savonnerie  de- 
sign (see  133). 

HISTORY 

Bequeathed  to  the  MMA  by  Mrs.  Julie  Heidelbach  (Mrs.  Alfred 
Heidelbach),  Paris,  1932. 


PUBLICATIONS 

Phillips,  John  Goldsmith.  "A  Bequest  of  Gobelins,  Beauvais, 
and  Savonnerie  Panels."  MMA  Bulletin  3 1  (1936)  p.  30.  The 
decoration  said  to  suggest  the  designs  of  J.  B.  Oudry. 

Verlet,  Pierre.  The  Savonnerie.  Its  History.  The  Waddesdon 
Collection.  London,  1982,  p.  417,  n.  96.  Described  as  made 
in  imitation  of  Savonnerie  work,  but  certainly  not  woven  at 
Chaillot.  Moorfields  suggested  as  a  possible  place  of  manu- 
facture. 

Standen,  Edith  A.  "A  Parrot  and  a  Squirrel  in  a  Landscape." 
Studien  zum  europaischer  Kunsthandwerk,  Festschrift 
Yvonne  Hackenbroch.  Munich,  1983,  pp.  25 1-56,  fig.  5. 
Called  Savonnerie,  all  related  pieces  discussed. 

NOTE 

1.  Verlet,  Savonnerie,  p.  417,  n.  96. 
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115  A  Parrot,  Three  Ducks,  and  a  Butterfly 


French  (?);  woven  in  knotted  technique,  1730-60. 
Wool. 

2  ft.  8V2  in.  x  1  ft.  1 1 V4  in.  (82.6  cmx  59.1  cm). 
1 10  knots  per  square  inch,  16  per  square  centimeter. 
Bequest  of  Julie  Heidelbach,  1932  (35. 11 6.4). 


DESCRIPTION 

A  red  and  pink  parrot  with  a  pale  green  beak,  blue  edges 
to  its  wings,  some  blue  tail  feathers,  and  blue  and  black 
claws,  perches  on  a  very  pale  brown  tree  stump,  from 
which  spring  sprays  of  brown  and  dark  green  leaves.  At 
the  foot  of  the  stump  are  three  ducks  in  red,  blue,  and 
white,  the  uppermost  one  having  a  brown  and  dark  green 
head.  They  stand  on  a  brown  and  dark  green  mound,  with 
some  green  and  white  leaves  and  brown  and  dark  green 
bulrushes  growing  on  it.  The  mound  rests  on  a  rococo 
scroll  in  blues,  reds,  browns,  and  white.  On  the  upper 
right  is  a  butterfly  with  pale  green  antennae  and  red,  pink, 
brown,  and  dark  green  body  and  wings.  In  the  distance  is  a 
landscape,  with,  on  the  lower  left,  an  orange,  pink,  and 
brown  house  among  green  trees;  on  the  far  right  is  a  green 
tree.  The  background  is  cream  colored.  The  border  has  a 
black  ground  with  a  pattern  in  the  same  colors  as  the 
central  picture  without  blue  or  pale  green. 


CONDITION 

Undamaged. 

WEAVER  AND  DATE 

The  crude  drawing  and  unsophisticated  design  suggest 
that  this  may  be  a  piece  made  by  a  Savonnerie  weaver,  but 
outside  the  manufactory,  or  an  imitation  made  at  another 
center  in  France  or  elsewhere.1  The  rococo  motif  at  the 
base  of  the  panel  indicates  a  date  in  the  second  third  of  the 
century. 

HISTORY 

Bequeathed  to  the  MMA  by  Mrs.  Julie  Heidelbach  (Mrs.  Alfred 
Heidelbach),  Paris,  1932. 

PUBLICATIONS 

Phillips,  John  Goldsmith.  "A  Bequest  of  Gobelins,  Beauvais, 
and  Savonnerie  Panels."  MMA  Bulletin  31  (1936)  p.  30. 


Loose  knotting  and  somewhat  provincial  design  said  to  indi- 
cate that  the  panel  may  not  have  been  made  at  the  Savonnerie 
manufactory;  the  decoration  said  to  suggest  the  designs  of  J. 
B.Oudry. 

Verlet,  Pierre.  The  Savonnerie.  Its  History.  The  Waddesdon 
Collection.  London,  1982,  p.  417,  n.  96.  Said  to  have  cer- 
tainly not  been  woven  at  Chaillot;  Moorfields  suggested  as  a 
possible  place  of  origin. 

NOTE 

1.  Many  such  centers  existed  (Verlet,  Savonnerie^  pp.  128-52). 


116  The  Emperor  Joseph  II 


French  (Paris);  woven  in  knotted  technique  at  the  Savon- 

nerie  manufactory,  about  1777. 
Wool. 

3  ft.  11  in.  x  3  ft.  3  in.  (1.19  mx  99  cm). 

154  knots  per  square  inch,  25  per  square  centimeter. 

Gift  of  J.  Pierpont  Morgan,  1906  (07.225.469). 

DESCRIPTION 

The  emperor  has  a  pale  gray  wig,  gray-blue  eyes,  and 
some  pink  tones  in  his  cheeks  and  mouth.  The  hair  falling 


fig.  80.  Emperor  Francis  J,  by  Marten  van  Mytens.  Oil  on  canvas. 
John  and  Mable  Ringling  Museum  of  Art,  Sarasota,  Florida. 


behind  his  back  is  a  darker  gray.  He  wears  a  yellow  and 
pale  brown  costume  with  brown  and  dark  pink  markings, 
a  cream-colored  jabot  and  cuffs,  and  a  sword  at  his  left 
side.  The  order  of  the  Golden  Fleece,  with  blue  stones, 
hangs  below  the  jabot.  He  rests  his  right  hand  on  what 
appears  to  be  a  yellow-brown  cane,  but  probably  is  in- 
tended to  represent  a  scepter.  In  the  lower  left  corner  are 
the  crown  of  the  Holy  Roman  Empire  in  yellow  and 
brown,  with  blue  and  white  stones  and  a  dark  pink  lining, 
the  imperial  orb,  and  the  Austrian  archduke's  coronet 
with  a  turned-up  ermine  edging.1  The  regalia  rest  on  a  dull 
pink  and  yellow-brown  cushion  with  tassels.  This  is  sup- 
ported by  a  dark  brown  and  pale  blue  curved  dish  or 
tabletop.  Behind  the  emperor  is  the  back  of  an  ornate 
chair  in  dull  yellow  and  brown,  with  details  of  the  uphol- 
stery design  picked  out  in  dark  red.  Above  this  is  a  looped 
curtain  in  shades  of  blue  and  blue-green,  with  a  dull  yel- 
low border.  In  the  upper  left  are  yellow-brown  cords  and 
large  tassels.  The  background  is  brown. 

CONDITION 

There  are  reknotted  areas  in  the  upper  background  and 
on  the  cords  in  the  upper  left  corner. 

SUBJECT 

Joseph  II  (174 1— 1790)  is  shown  with  the  crown  of  the 
Holy  Roman  Empire,  so  the  portrait  must  have  been  made 
after  1765,  when  his  father  died  and  he  became  coregent 
with  his  mother,  Maria  Theresa.  He  wears  the  "Spanish 
mantle"  costume  that  emperors  had  worn  on  formal  occa- 
sions since  the  seventeenth  century.2 

SOURCE  OF  THE  DESIGN 

Portraits  of  Joseph  II  wearing  the  "Spanish  mantle" 
costume  are  very  rare;  examples  are  a  half-length  of  him  as 
archduke,  painted  about  1760,  at  Schloss  Schonbrunn, 
Vienna,3  and  a  full-length,  also  at  Schonbrunn,  showing 
him  with  the  imperial  regalia  on  a  table  beside  him.4  Nei- 
ther resembles  116.  As  Joseph  abolished  this  costume 
soon  after  his  accession,5  it  seems  very  unlikely  that  a  print 
of  him  wearing  it  would  have  been  available  at  the  Sa- 


vonnerie  manufactory.  His  father,  Francis  I,  however,  was 
frequently  so  portrayed.  An  example  is  the  painting  attrib- 
uted to  Marten  van  My  tens  (1695— 1700)  in  the  John  and 
Mable  Ringling  Museum  of  Art,  Sarasota,  Florida  (fig. 
80);  many  others  are  known,  as  well  as  similar  prints. 
They  show  Francis  in  the  same  pose  as  Joseph  in  1 16,  but 
reversed;  in  some,  the  crown  is  similarly  placed  on  a  cush- 
ion on  a  round  table.  In  all  of  them,  the  emperor  is  clearly 


holding  a  scepter,  which  is  shown  in  front  of  the  other 
regalia.  He  often  wears  the  feathered  hat  that  was  part  of 
the  costume  and  a  wig  with  long  curls.  The  cords,  huge 
tassel,  and  cushion  under  the  regalia  appear  in  other  im- 
perial portraits  by  or  close  to  Mytens  at  Schonbrunn.6 

The  immediate  source  for  116  was  presumably  a  print 
of  Francis  I  for  the  costume,  with  the  head,  especially  the 
wig,  changed  to  represent  Joseph  II.7 
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WEAVER  AND  DATE 

Nicolas  Cyrien  Duvivier  was  in  charge  of  the  Savon- 
nerie  manufactory  when  Joseph  II  visited  it  in  1777; 
it  seems  probable  that  116  was  made  at  this  time.  Joseph 
paid  a  second  visit  in  1781,  but,  if  116  had  been  woven 
in  anticipation  of  this  occasion,  his  fondness  for  uni- 
forms and  dislike  of  the  "Spanish  mantle"  costume  would 
surely  have  been  known.  No  other  Savonnerie  portrait  of 
Joseph  II  shows  him  in  this  costume. 


RELATED  PIECES 

Three  other  Savonnerie  portraits  of  Joseph  II  are 
known.  One  in  the  Waddesdon  Collection,  owned  by  the 
National  Trust,  is  a  half-length  and  shows  him  in  armor, 
holding  a  scepter,  and  resting  his  arms  on  a  crown.  A  small 
oval  bust  in  the  Louvre,  after  a  painting  by  Joseph  Ducreux, 
probably  dates  from  1772.8  A  third  portrait,  after  the 
same  model,  but  larger  and  rectangular,  was  in  the  Felix 
Doisteau  sales,  Galerie  Georges  Petit,  Paris,  June  9-1 1, 
1909  (no.  348),  and  Hotel  Drouot,  Paris,  March  5,  6, 
1937  (no.  252),  and  in  the  Penard  y  Fernandez  sale,  Palais 
Galliera,  Paris,  December  7,  i960  (no.  134). 9 


HISTORY 

In  the  Georges  Hoentschel  collection,  Paris,  bought  as  a  whole 

by  J.  Pierpont  Morgan,  1906. 
Given  to  the  MMA  by  J.  Pierpont  Morgan,  1906. 


PUBLICATIONS 

The  Wing  of  Decorative  Arts.  Supplement  to  MMA  Bulletin  5 

(March  19 10)  pp.  25,  27  (illus.  on  wall  of  room).  Called 

presumably  a  portrait  of  Louis  XV. 
Candee,  Helen  Churchill.  The  Tapestry  Book.  New  York, 

19 1 2,  p.  162,  illus.  Called  supposedly  Louis  XV.  Repeated  in 

1935  edition. 

Verlet,  Pierre.  The  Savonnerie.  Its  History.  The  Waddesdon 
Collection.  London,  1982,  pp.  350, 352,463  n.  175,  fig.  220. 
Said  to  be  probably  based  on  an  engraving  and  almost  cer- 
tainly woven  after  the  emperor's  first  visit  in  1777  and  per- 
haps just  before  the  second  in  178 1. 

NOTES 

1.  Hermann  Fillitz,  Die  Schatzkammer  in  Wien  (Vienna,  1964)  pis. 
42,46,9. 

2.  Herbert  Haupt,  "Die  Aufhebung  des  spanischen  Mantelkleides 
durch  Kaiser  Joseph  II. — Ein  Wendepunkt  im  hofischen  Zeremoni- 
ell,"  Osterreich  zur  Zeit  Kaiser  Josephs  II,  exh.  cat.,  Niederdster- 
reichische  Landesaustellung  (Vienna,  1980)  p.  79. 

3.  Osterreichische  Kunsttopographie,  vol.  2,  Die  Denkmale  der  Stadt 
Wien  (XI —XXL  Bezirk),  ed.  Hans  Tietze  and  Heinrich  Sitte 
(Vienna,  1908)  fig.  174. 

4.  Osterreich  zur  Zeit  Kaiser  Josephs  II,  no.  887,  illus.  The  painting  is 
attributed  to  the  workshop  of  Marten  van  Mytens  and  dated  about 
1765.  The  caption  states:  "Joseph  II  wurde  mit  den  spanischen 
Mantelkleid  selten  abgebildet." 

5.  Haupt,  "Aufhebung  des  spanischen  Mantelkleides,"  p.  79. 

6.  Osterreichische  Kunsttopographie,  vol.  2,  figs.  171-73. 

7.  A  portrait  of  Joseph  II  in  a  very  similar  pose,  with  the  regalia  on  a 
table  beside  him,  but  in  uniform  and  holding  a  marshal's  baton,  is 
in  the  Kunsthistorisches  Museum,  Vienna  (Osterreich  zur  Zeit 
Kaiser  Josephs  II,  no.  1388,  illus.).  It  was  painted  about  1770.  The 
face  and  wig  are  close  to  those  of  1 16. 

8.  Verlet,  Savonnerie,  pp.  350—52,  no.  18,  fig.  218  (Waddesdon  por- 
trait), fig.  219  (Louvre  portrait). 

9.  Paul  Guth,  "Entretien  avec  M.  Penard  y  Fernandez,"  Connaissance 
des  Arts,  no.  33  (November  1954)  p.  43,  illus.  on  wall  of  room. 
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117  Seasons  and  Elements 


Four  embroidered  hangings  from  a  set 

a  Spring 
b  Summer 
c  Air 
d  Fire 

French  (Paris);  designed  and  embroidered  about  1683, 
probably  in  the  convent  of  Saint  Joseph-de-la-Providence, 
for  the  marquise  de  Montespan  (1 641— 1707). 

Silk,  wool,  and  metal  thread  on  canvas. 

Designs  embroidered  in  tent  stitch  (petit  point),  back- 
grounds in  couched  silver  and  silver-gilt  thread  in  herring- 
bone and  spiral  patterns. 

117a  13  ft.  8  in.  x  9  ft.  (4.17  mx  2.74  m); 

117b  14  ft.  6  in.  x  9  ft.  2  in.  (4.42  m  x  2.79  m); 

1 17c  14  ft.  x  9  ft.  (4.27  m  x  2.74  m); 

ii7d  14  ft.  x  9  ft.  (4.27  mx  2.74  m). 

316  stitches  per  square  inch,  49  per  square  centimeter. 

Rogers  Fund,  1946  (46.43.1-4). 

DESCRIPTION 

Each  hanging  is  made  of  two  pieces  of  canvas.  All  have 
central  medallions  enclosing  a  deity  within  a  wreath.  The 
surrounding  parts  of  each  panel  show  a  rigid  framework 
in  dull  yellow  and  gray,  with  foliate  scrolls  in  strong  red, 
from  which  garlands  are  hung.  The  borders  are  brown 
and  gray,  with  guards  of  dark  and  light  blue  ornamenta- 
tion on  a  brown  and  gray  ground. 

CONDITION 

The  gilt  has  almost  entirely  disappeared  and  the  silver 
has  tarnished,  making  the  background  nearly  black,  ex- 
cept where  the  metal  has  worn  off  entirely,  leaving  the 
white  or  yellow  core  visible. 

SUBJECT1 

The  god  Jupiter  representing  Air  is  clearly  Louis  XIV 
and  the  other  figures  are  some  of  the  children  he  had  by 
Mme  de  Montespan.  Fire,  shown  as  Mars,  must  be  their 
son,  Louis  Cesar,  comte  du  Vexin  (1672— 1683),  as  he  was 
abbot  of  the  Abbey  of  Saint  Denis  shown  in  the  back- 
ground of  1  ijd.  Spring  and  Summer  must  be  two  daugh- 


ters, Fran^oise  Marie,  Mile  de  Blois  (1677— 1749),  and 
Louise  Fran^oise,  Mile  de  Nantes  (1673— 1743).  The 
other  daughters  were  dead  before  1683,  the  probable  date 
of  117. 

The  set  almost  certainly  included  the  other  two  seasons, 
Autumn,  presumably  represented  as  Bacchus,  and  Winter, 
as  well  as  the  other  two  elements,  Earth,  probably  as  Juno, 
and  Water,  probably  as  Neptune.  It  is  very  likely  that  the 
figures  on  these  four  hangings  represented  Mme  de  Mon- 
tespan, perhaps  as  Juno,  and  her  other  children  by  Louis 
XIV,  namely  Louis  Auguste,  due  du  Maine  (1670— 1736), 
perhaps  as  Neptune,  since  he  was  made  Admiral  of  France 
in  1683;  and  Louise  Marie,  Mile  de  Tours  (1676— 1681). 
This  last  child  was  dead  before  the  probable  date  of  the 
hangings,  so  that  it  was  perhaps  not  inappropriate  for  her 
to  represent  Winter,  though  the  deity  for  this  season  is 
usually  Boreas.  Another  daughter,  born  in  1669,  died  in 
1672,  so  it  is  unlikely  that  she  was  included. 

SOURCE  OF  THE  DESIGN 

A  drawing  from  the  workshop  of  Charles  Le  Brun  in  the 
Louvre  shows  the  basic  design  of  the  portion  of  the  em- 
broidery surrounding  the  central  medallion  in  a  related 
hanging  in  the  Minneapolis  Institute  of  Arts;2  this  repre- 
sents Spring  and  is  close  to  117a,  except  for  the  central 
medallion.  But  the  upper  part  of  the  girl  in  117a  is  re- 
peated in  a  painting  in  the  museum  of  Versailles  that 
shows  Mme  de  Montespan  with  four  of  her  children  and  is 
described  as  after  Mignard.3  The  figure  of  Louis  XIV  in 
1 17c  is  the  same,  except  for  a  differently  colored  cloak,  as 
the  figure  of  the  king  in  the  ceiling  painting  of  1683/84  by 
Le  Brun  in  the  Galerie  des  Glaces  at  Versailles,  the  Capture 
of  Gent,  and  the  study  for  this  work  in  the  Musee  des 
Beaux-Arts,  Troyes  (fig.  81).4  On  the  basis  of  these  com- 
parisons, the  designs  of  1 17  can  be  attributed  to  the  work- 
shop of  Le  Brun,  with  one  figure  taken  from  a  Mignard 
portrait,  but  there  is  no  evidence  to  indicate  any  individual 
artist,  except  that  Henri  Testelin  (161 6— 1695)  was  paid 
by  the  king  in  1679  for  a  "tableau  pour  servir  de  patron 
aux  portieres  de  broderies  representant  le  figure  de  Jupiter 
assis  sur  un  aigle"5  The  date,  however,  is  several  years 
before  Le  Brun's  painting  in  the  Galerie  des  Glaces. 
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MANUFACTURE  AND  DATE 

The  close  connection  with  Mme  de  Montespan  makes  it 
almost  certain  that  117  was  made  at  the  Saint  Joseph 
convent,  which  is  known  to  have  carried  out  equally  large 
embroideries  that  she  gave  to  the  Dauphin.6  An  embroi- 
dered bed  with  the  kings  and  queens  of  France  on  a  silver 
ground  was  also  made  there.7  A  date  of  about  1683  is 
probable,  as  the  comte  du  Vexin  {Mars)  died  in  that  year, 
and  Le  Brun's  painting  of  Louis  XIV  as  Jupiter  was  made 
in  1683/84. 


RELATED  PIECES 

Two  other  hangings  were  associated  with  117,  at  least 
from  1852  to  1928.  One,  in  the  Banque  de  France,  Paris,8 
shows  a  very  similar  scheme,  with,  in  the  central  medal- 
lion, a  kneeling  youth  (possibly  the  due  du  Maine)  and  a 
seated  young  woman,  the  latter  figure  taken  from  the  por- 
trait of  Mile  de  Nantes  at  Chantilly,9  attributed  to  Marc 
Nattier  and  dated  in  the  1690s.  The  medallion,  however, 
is  a  later  insertion.  The  rest  of  the  design  shows  a  globe, 
two  large  lions,  monkeys,  rabbits,  fruit,  vegetables,  and 
agricultural  implements,  such  as  a  spade,  mattock,  and 
pitchfork.  This  piece  can  be  presumed  to  be  Earth  and  to 
have  originally  had  a  single  figure  in  the  center,  probably 
Mme  de  Montespan  as  Juno.  If  this  was  the  case,  the 
replacement  may  have  been  made  at  an  early  date,  per- 
haps shortly  after  Mme  de  Montespan's  death  in  1707, 
especially  if  the  piece  was  hung  in  the  king's  cabinet  at 
Rambouillet  in  171 8  (see  under  History). 

The  second  hanging,  now  at  Versailles,10  repeats  the 
design  of  1  i7d,  except  that  the  central  medallion  contains 
trophies  of  arms. 

Four  hangings  in  the  same  technique,  but  without  back- 
grounds, were,  like  117,  owned  by  King  Louis  Philippe 
and  sold  with  his  collection  at  the  Domaine  de  Monceaux, 
January  28,  1852  (no.  10).  Of  these,  "Louis  XIV  fou- 
droyant"  and  "l'Automne  sous  la  figure  de  Bacchus"  may 
be  two  pieces  looted  from  M.  Jansen  in  World  War  II.11 
Bacchus  was  in  a  private  collection  in  Paris  in  1970;  it  has 
no  metal  thread.  Both  have  three  signs  of  the  zodiac,  for 
Winter  and  Autumn  respectively,  arranged  as  on  117a 
and  117b.  Louis  XIV  on  an  eagle  is  from  the  same  design 
as  1 17c,  but  the  surrounding  composition,  which  includes 
several  masks,  is  entirely  different. 


Another  related  hanging  is  in  the  Minneapolis  Institute 
of  Arts.  This  is  basically  the  same  composition  as  117a, 
but  the  medallion  holds  a  seated  woman  with  a  flower- 
filled  cornucopia,  presumably  Flora,  who  reaches  out  to 
accept  a  basket  of  flowers  from  a  flying  winged  youth, 
presumably  Zephyr.  There  is  a  large  eagle  between  the 
watering  cans  at  the  base,  and  the  Bull  has  the  central 
position  of  the  three  zodiac  signs,  between  the  cornuco- 
pias at  the  top.  Above  it  is  the  crequier  (wild  plum  tree)  of 
the  due  de  Crequy,  overlaid  by  crossed  marshal's  batons, 
and  surmounted  by  a  ducal  coronet.  This  must  have  been 
made  for  Charles,  due  de  Crequy  (c.  1623— 1697),  who 
was  a  distinguished  military  figure.  The  wreath  surround- 
ing the  medallion  is  composed  of  wind  instruments,  sug- 
gesting that  the  subject  is  a  combination  of  an  element, 
Air,  and  a  season,  Spring.  The  hanging  may  have  been  one 
of  a  set  of  four,  each  representing  an  element  and  a  sea- 
son.12 There  is  no  metal  thread  and  the  piece  is  smaller 
than  117. 

Eight  related  hangings  are  in  the  Collegium  Maius  of 
the  Jagiellon  University,  Cracow.  They  do  not  include 
metal  thread  and  have  yellow  silk  background.  They  were 
originally  made  with  slanting  tops  and  bottoms  to  be  hung 
in  a  stairwell.  All  have  the  Crequy  arms.  Four  represent 
the  Elements,  shown  as  Cybele  for  Earth,  Juno  for  Air, 
Jupiter  for  Fire,  and  Neptune  for  Water;  two  show  tro- 
phies of  arms  in  landscapes;  one  has  Bacchus  and  one  the 
Crequy  arms  as  the  main  feature  of  the  design.  The  sala- 
manders at  the  top  of  Fire  are  very  like  those  of  1 1 7d,  as  in 
the  border  around  the  medallion. 13 

Another  version  of  Air  is  in  the  Victoria  and  Albert 
Museum,  London.14  It  is  on  pink  wool  instead  of  a  silver 
ground,  but  the  design  is  exactly  the  same  as  that  of  1 17c, 
except  that  it  lacks  the  narrow  band  inside  the  borders. 
Possibly  it  is  the  "Louis  XIV  foudroyant"  that  was  part 
of  number  10  in  the  Louis  Philippe  sale,  the  wool  back- 
ground being  a  later  addition. 


HISTORY 

What  may  well  have  been  four  pieces  of  the  set  to  which  117 
belongs  are  recorded  in  a  171 8  inventory  of  the  Chateau  de 
Rambouillet,  owned  by  the  comte  de  Toulouse:  "Cabinet  du 
Roy.  Une  tenture  de  tapisserie  de  petit  point  a  fond  d'or  en 
quatre  pieces  avec  des  medailles  au  milieu  representant  les 
princes  et  princesses."  117c  cannot  have  been  in  this  group, 
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since  Louis  XIV  would  surely  have  been  recognized.  What 
seems  to  have  been  furniture  upholstered  en  suite  follows 
immediately:  "Un  grand  sopha  de  huit  pieds  de  long  sculpte 
et  dore  couvert  de  petit  point  a  fond  d'or;  avec  une  housse  de 
tafetas  vert.  Deux  fauteuils  de  commodite  de  bois  sculpte  et 
dore,  couverts  de  meme  avec  broderie  autour.  Housses  de 
tafetas  vert.  Six  tabourets  de  bois  sculpte  et  dore  couverts  de 
meme."  In  a  storeroom  above  the  stable  was  another  hanging 
that  might  be  identical  with  the  one  now  at  Versailles:  "une 
autre  tapisserie  de  petit  point  a  fond  d'or  representant  des 
trophees."  It  is  not  impossible  that  the  other  four  hangings 
making  up  the  set  of  Elements  and  Seasons  may  also  have 
been  at  Rambouillet  at  this  time,  since  the  four  pages  cover- 
ing minor  rooms  in  the  king's  apartment  and  the  whole  of  the 
comte  de  Toulouse's  apartment  are  missing  from  the  inven- 
tory.15 

In  the  collection  of  King  Louis  Philippe,  Palais  Royal,  Paris.16 
Sold,  Domaine  de  Monceaux,  January  28,  1852,  no.  9;  the 
catalogue  is  by  Viollet-le-Duc.17  The  figures  are  identified  as 
"Louis  XIV  lancant  la  foudre,"  the  due  de  Bourgogne,  "pro- 
bablement  la  duchesse  de  Berry  en  Flore,"  and  "une  dame  de 
la  cour  de  Louis  XIV  en  Ceres."  The  piece  with  two  figures  in 
the  medallion  and  that  now  at  Versailles  were  included  in  the 
same  set,  called  "tapisserie  sur  canevas  au  petit  point,"  all 
"sur  fond  or  tres-riche,"  or  "tres-beau  fond  or  artistement 
brode." 

Sold,  Hotel  Drouot,  May  23,  1887  (Comte  See),  nos.  8-1 1 
(117a  and  117b  illus.),  with  the  other  two  pieces  from  the 
Louis  Philippe  sale,  nos.  6,  7.  Said  to  be  after  designs  by 
Audran.  Fire  described  as  "Louis  XIV  enfant."  The  pur- 
chaser is  recorded  as  Bradley  Martin  of  New  York,  who 
bought  the  complete  set  (Marie  report,  p.  6). 

Cornelia,  Countess  of  Craven,  sale,  Christie's,  April  25,  1922, 
nos.  2-5.  With  the  other  two  pieces  from  the  Louis  Philippe 
sale,  nos.  1  (illus.,  medallion  with  two  figures),  6.  Described 
as  worked  at  Saint  Cyr  for  Louis  XIV  and  transferred  to  the 
Palais  Royal  in  1793.  Bought  as  a  whole  by  Cubit. 

Owned  by  French  &  Co.,  New  York,  1928,  when  they  were 
cleaned  and  repaired. 

Purchased  for  the  MMA  by  means  of  the  Rogers  Fund,  1946. 


EXHIBITIONS 

New  York,  MMA,  1967.  In  the  Presence  of  Kings:  Royal  Trea- 
sures from  the  Collections  of  The  Metropolitan  Museum  of 
Art)  no.  19  [117c],  illus.  (detail  of  center). 

New  York,  MMA,  1970.  Masterpieces  of  Fifty  Centuries,  no. 
299,  illus.  [ii7d]. 


PUBLICATIONS 

MMA  Annual  Report  1946.  In  MMA  Bulletin,  n.s.  6  (1947- 
48),  p.  10.  Described;  said  to  have  been  probably  executed  at 
the  Convent  of  the  Daughters  of  Saint  Joseph  about  1683-84 
under  the  personal  supervision  of  Mme  de  Montespan. 
Standen,  Edith  A.  "The  Roi  Soleil  and  Some  of  His  Children." 
MMA  Bulletin,  n.s.  9  (1950-51)  pp.  133-41,  all  illus.  Fig- 
ures identified;  Earth  said  to  be  owned  by  the  Maharajah 
Adalji  Dinsha  and  to  have  originally  probably  shown  Mme 
de  Montespan  as  Juno;  related  Le  Brun  painting  and  draw- 
ings discussed;  Henri  Testelin  suggested  as  possible  designer 
for  Louis  XIV  figure;  dated  1683—84;  history  from  1852 
traced  (except  for  Craven  sale);  comte  de  Toulouse  suggested 
as  owner  of  set  in  eighteenth  century. 
Remington,  Preston.  "The  Galleries  of  European  Decorative 
Art  and  Period  Rooms."  MMA  Bulletin,  n.s.  13  (1954-55) 
pp.  65-66,  illus.  p.  78  [117a]. 
Schuette,  Marie,  and  Muller-Christensen,  Sigrid.  A  Pictorial 
History  of  Embroidery.  Trans.  Donald  King.  New  York, 
1963,  p.  328,  illus.  [ii7d]. 
Jarry,  Madeleine.  "La  Tenture  des  Rinceaux."  VOeil,  no.  105 
(September  1963)  p.  66.  Mentioned,  as  recalling  the  Rinceaux 
tapestry  series  after  Polidoro  Caravaggio. 
Coen,  Renna  Neumann.  "The  Due  de  Crequy's  Primavera." 
Bulletin  of  the  Minneapolis  Institute  of  Arts  53  (1964)  pp. 
17-18,  21-23,  figs*  2>  3  [n7a  an<l  d].  Relationship  of  Min- 
neapolis panel  with  117,  especially  117a,  discussed. 
Standen,  Edith  A.  Western  European  Arts:  The  Metropolitan 
Museum  of  Art  Guide  to  the  Collections.  New  York,  1964, 
pp.  18—19,  ill vxs -  [117a]. 
Cavallo,  Adolph  S.  Needlework.  Cooper-Hewitt  Museum, 
New  York,  1978,  pp.  47,  49,  119,  illus.  frontispiece  (117a, 
detail). 


117a  Spring 

DESCRIPTION 

A  wreath  of  flowers  and  foliage  in  tones  of  red,  yellow, 
blue,  and  green  surrounds  an  oval  medallion  in  the  center. 
This  shows  a  young  girl  as  Flora.  She  has  fair  hair  and 
wears  a  yellow  underskirt,  blue  dress,  and  red  cloak.  She 
holds  flowers  in  both  hands  and  stands  beside  a  brown 
and  cream  marble  pedestal,  on  which  is  a  brown  vase  of 
red  and  yellow  flowers.  A  yellow  wreath  dangles  above 
her  head.  The  sky  behind  her  is  blue  and  white  with  sev- 
eral red  and  gray  butterflies.  The  zodiac  sign  for  March, 
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117a  and  detail 


117b 


the  Ram,  is  seen  below  the  medallion  on  the  left;  that  for 
April,  the  Bull,  at  the  lower  right,  and  that  for  May,  the 
Twins,  between  two  fruit-filled  brown  and  cream  cornu- 
copias, above  it;  each  sign  is  in  a  wreath  of  flowers.  Above 
the  Twins  is  an  inserted  coat  of  arms  of  a  legitimized  child 
of  a  French  king,  yellow  fleurs-de-lis  on  blue  ("De  France 
au  baton  peri  en  barre  de  gueules"). 

Below  the  central  medallion  is  a  yellow-brown  vase, 
filled  with  red,  blue,  and  yellow  flowers,  with  blue  and 
blue-green  leaves  on  a  pale  yellow  support.  This  is  flanked 
by  two  pale  brown  and  cream  watering  cans,  with  pale 
yellow  water  streaming  from  their  nozzles.  Above  them 
are  two  rakes,  a  pitchfork,  and  a  sickle.  A  basket  of  red 
and  blue  flowers  rises  from  a  red  and  blue  scroll  on  the 
upper  left,  one  of  red  and  yellow  fruit  on  the  right.  In  the 
upper  left  corner  is  a  red  and  brown  bird  on  its  brown 
nest,  in  the  upper  right,  a  yellow-brown  nest  with  nest- 
lings and  the  red-beaked  mother  bird  above  them.  The 
interstices  of  the  design  are  filled  with  flowers,  fruit,  birds, 
and  butterflies  in  shades  of  green,  red,  yellow,  blue,  gray, 
and  brown. 


CONDITION 

Areas  of  the  sky  show  breaks. 

SUBJECT 

Flora  has  been  tentatively  identified  as  Mile  de  Blois 
chiefly  on  account  of  her  age,  as  she  was  six  in  1 683 ,  but  in 
the  painting  at  Versailles  that  shows  the  upper  part  of  her 
body,  also  in  a  blue  dress  and  with  a  red  cloak  flying  out 
behind  her,  she  is  described  as  Mile  de  Nantes,  who  was 
ten  in  1683.  The  motifs  of  the  design  refer  to  Spring  (birds' 
nests,  butterflies)  or  to  Flora's  role  as  the  goddess  of  gar- 
dens (watering  cans,  tools). 


117b  Summer 

DESCRIPTION 

The  wreath  encircling  the  central  medallion  is  made  up 
of  red,  blue,  yellow,  and  green  fruit  as  well  as  flowers  in 
the  same  colors.  Ceres  has  fair  hair,  with  red  and  blue 
flowers  in  it,  and  brown  eyes.  She  wears  a  red  and  yellow 


Detail  of  117b 

costume  and  carries  a  sheaf  of  yellow  wheat  with  scarlet 
poppies  and  blue  cornflowers.  Behind  her  is  a  brown  tree 
trunk  and  at  her  feet  are  stalks  of  yellow  grain.  The  zodiac 
sign  for  June,  the  Crab  (represented  as  a  brown  crayfish), 
is  seen  on  the  lower  left,  the  yellow-brown  Lion  of  July 
above  the  central  medallion,  and  the  Virgin  of  August, 
dressed  in  red  and  yellow,  on  the  lower  right,  each  in  a 
wreath  of  flowers  and  fruit.  A  dull  yellow  censer  with  gray 
and  brown  smoke  hangs  below  the  Lion,  and  a  yellow- 
brown  bowl  with  animal  masks,  filled  with  fruit,  foliage, 
and  flowers  in  shades  of  red,  blue,  yellow,  and  green  ap- 
pears under  Ceres's  feet.  Beneath  this  is  a  red-lipped  mask 
which  rests  on  a  pile  of  yellow-brown  wheat  sheaves,  and 
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a  scythe,  pitchfork,  rake,  flail,  and  sickles,  all  tied  with  red 
ribbons.  Quail  are  feeding  on  the  grain.  A  fruit-filled 
cornucopia  rises  on  either  side  of  the  upper  part  of  the 
central  medallion.  There  are  a  number  of  birds,  dragon- 
flies,  butterflies,  and  grasshoppers. 

CONDITION 

A  narrow  horizontal  repaired  area  extends  across  the 
middle  of  the  panel. 

SUBJECT 

Ceres  has  been  tentatively  identified  as  Mile  de  Nantes, 
chiefly  on  account  of  her  age,  as  she  was  ten  in  1683,  but  if 
Mile  de  Nantes  is  Spring,  Ceres  is  presumably  Mile  de 
Blois,  then  aged  six. 


117c  Air 

DESCRIPTION 

Louis  XIV  as  Jupiter  sits  on  a  pale  brown  eagle  amid 
white,  gray,  dull  blue,  and  black  clouds,  holding  a  pale 
yellow  thunderbolt  and  a  blue  and  gray  shield  with  a  dull 
yellow  Medusa  head  in  the  center.  He  has  fair  hair  and 
wears  a  red  cloak  over  blue  and  yellow-brown  armor, 
with  red  and  yellow  leggings  and  yellow-brown  sandals. 
The  wreath  surrounding  the  medallion  has  bunches  of  red 
feathers  alternating  with  red,  yellow,  blue,  and  purple 
flowers,  with  green  and  dark  blue-green  leaves.  Above  the 
medallion,  resting  on  a  pair  of  yellow-brown  wings  and 
hanging  from  red  ribbons,  is  a  rayed  yellow-brown  sun 
head  in  an  oval.  Behind  this,  a  yellow-brown  crossbar 
supports  two  panels  of  stiff  drapery  in  red,  blue,  green, 
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and  dull  yellow.  The  upper  corners  have  a  pale  brown  bird 
of  paradise  on  either  side  and,  below  them,  yellow-brown 
bowls  from  which  soap  bubbles  rise;  pipes  for  blowing 
bubbles  stand  in  the  bowls.  In  the  upper  center,  a  blue, 
yellow,  and  brown  wreath  hangs  between  two  blue,  yel- 
low, and  red  parrots  and  a  pair  of  yellow-brown  trumpets. 
Two  similar  parrots  stand  on  the  draperies.  Below  these 
are  a  hooded  falcon  and  a  gyrfalcon,  both  pale  brown,  and 
two  yellow-brown  hunting  horns,  on  which  stand  small 
brown  birds  and  from  which  hang  pale  yellow-brown 
lures. 

In  the  lower  part  of  the  panel  are  trophies  of  wind  in- 
struments, hanging  on  red  ribbons;  they  include  blue, 
gray,  and  yellow  bagpipes,  transverse  flute,  oboe,  pan- 
pipes, and  recorders,  with  small  bells  and  castanets, 
mostly  in  yellow-brown.  Next  to  these  are  two  red,  pale 
yellow,  and  brown  pheasants  and,  in  the  center,  a  blue  and 
brown  peacock  standing  behind  a  blue-eyed  female  mask, 
with  yellow  hair  and  a  red  and  yellow  headdress.  Below 
the  peacock  is  a  vase  of  red,  yellow,  and  blue  flowers  with 
dark  green  leaves.  In  the  lower  left  corner  is  a  hooded 
hawk  in  red  and  yellow-brown  and  in  the  lower  right  is  a 
blue  and  red  parrot.  Many  butterflies  in  red,  brown,  dull 
yellow,  gray,  and  blue  are  visible,  chiefly  in  the  lower  half 
of  the  panel. 

CONDITION 

Some  dark  areas,  probably  originally  black,  are  worn. 

SUBJECT 

The  rayed  head  is  the  sun,  Louis  XIV's  favorite  sym- 
bol.18 The  king  owned  a  shield  with  the  head  of  Medusa, 
now  in  the  Metropolitan  Museum.19  All  the  objects  de- 
picted refer  to  the  element,  Air,  but  the  peacock,  Juno's 
bird,  with  the  female  mask  below  it,  may  stand  for  Mme 
de  Montespan. 


117d  Fire 

DESCRIPTION 

The  wreath  around  the  central  medallion  consists  of 
blue-green  laurel  branches  with  red  berries  interspersed 


with  weapons  and  pieces  of  armor  in  yellow  and  gray.  The 
young  boy  in  the  center  has  light  brown  hair  and  eyes  and 
wears  classical  military  costume  with  a  gray  breastplate,  a 
red,  yellow,  and  blue  skirt,  and  yellow  and  red  shoulder 
pieces.  He  has  a  yellow  and  gray  sword  with  a  yellow  hilt 
at  his  side  and  holds  the  blue  baton  with  yellow  fleurs-de- 
lis  of  a  French  marshal.  It  rests  on  a  blue,  gray,  red,  green, 
and  yellow  marble  pedestal,  which  also  supports  a  gray 
and  yellow  helmet  with  a  red  and  yellow  plume.  The  back- 
ground is  a  landscape  in  shades  of  gray,  blue,  and  pale 
yellow,  with  the  Abbey  of  Saint  Denis  in  the  distance;  the 
sky  is  in  the  same  colors.  The  foreground  is  green  and 
yellow. 

In  a  cartouche  resting  on  blue-green  and  yellow  palm 
branches  above  the  medallion  are  crossed  dull  red  and 
yellow  thunderbolts  and  in  the  center  at  the  top  a  gray  and 
brown  eagle  holding  a  thunderbolt  between  smoking 
torches.  A  gray  and  brown  salamander  in  dull  red  and 
yellow  flames  is  seen  on  either  side,  and  the  garlands  that 
curve  beneath  them  are  made  of  gray  and  yellow  weapons, 
with  other  pieces  of  military  equipment,  encircled  with 
red  ribbons.  Below  these  are  smoking  yellow  braziers.  In 
the  center  at  either  side  is  a  red  and  yellow  thunderbolt 
and  below  them  another  garland  of  warlike  objects.  Un- 
der the  medallion  is  a  pile  of  yellow,  gray,  and  red  classical 
armor  and  weapons,  topped  with  a  red-plumed  helmet. 
On  either  side  is  a  dull  yellow  bowl  of  red  and  yellow 
burning  coals.  Below  the  armor  is  a  burning  dull  red  and 
yellow  salamander  on  a  blue  ground  in  a  dull  yellow  car- 
touche, with  a  brown  and  yellow  bursting  bomb  and  a 
yellow,  blue,  and  gray  cannon  with  flames  pouring  from 
the  muzzle  on  either  side.  The  military  implements  shown 
include  tools  for  loading  and  cleaning  cannon,  ladles  for 
priming,  bandoliers,  chain  shot,  and  rockets.  The  acan- 
thus scrolls  that  spring  from  the  framework  and  surround 
the  motifs  are  in  strong  red  and  blue  and  dull  yellow. 

SUBJECT 

The  identification  of  the  church  in  the  background  as 
the  Abbey  of  Saint  Denis  is  the  chief  justification  for  giving 
the  name  of  the  comte  du  Vexin  to  the  boy  posing  as  Mars, 
since  he  was  its  abbot.  He  was  eleven  in  1683,  the  year  of 
his  death.  The  objects  depicted  are  all  connected  with  fire 
or  with  warfare. 
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NOTES 

1.  The  basic  research  for  117  is  recorded  in  an  unpublished  report  by 
Alfred  E.  M.  Marie,  1946,  in  the  MM  A  Archives. 

2.  Coen,  "Due  de  Crequy's  Primavera,"  fig.  5. 

3.  Lucy  Norton,  The  Sun  King  and  His  Loves  (London,  1983)  p.  78, 
fig.  42.  The  children  are  said  to  be  the  due  du  Maine,  the  comte  du 
Vexin,  and  Miles  de  Nantes  and  de  Tours,  the  latter  (born  1676) 
shown  as  a  baby. 

4.  Au  Temps  du  Roi  Soleil:  Les  Peintres  de  Louis  XIV,  exh.  cat., 
Palais  des  Beaux- Arts  (Lille,  1968)  no.  5. 

5.  Jules  Guiffrey,  Comptes  des  Batiments  du  Roi  sous  le  regne  de 
Louis  XIV,  vol.  1  (Paris,  1 881)  p.  1230. 

6.  Jules  Guiffrey,  Inventaire  general  du  Mobilier  de  la  Couronne  sous 
Louis  XIV,  vol.  2  (Paris,  1886)  pp.  357,  360, 421. 

7.  "Un  lit  a  fond  d'argent,  ou  Ton  voit  tous  les  Rois  8c  les  Reines  de 
France,  avec  les  Princes  &  les  Princesses  du  Sang,  en  habits  de  leur 
terns;  le  tout  en  broderie,  execute  a  Saint-Joseph."  Listed  among 
contents  of  the  Garde  Meuble  de  la  Couronne  (Hurtaut  and 
Magny,  Dictionnaire  historique  de  la  Ville  de  Paris  et  de  ses  envi- 
rons [Paris,  1977]  vol.  3,  pp.  1 13-14). 

8.  za  Biennale:  Mostra  Mercato  Internazionale  deWAntiquariato,  Pa- 
lazzo Strozzi  (Florence,  1961)  stand  no.  131,  illus.  (owned  by 
French  &  Co.). 

9.  Inventaire  des  collections  publiques  francaises;  Chantilly — Musee 
Conde,  Peintures  de  Vecole  francaise,  XVe-XVIIe  siecle  (Paris, 
1970)  no.  126,  illus. 

10.  G.  Van  der  Kemp,  "Musee  de  Versailles,  acquisitions  de  1965  a 
1967,"  Revue  du  Louvre,  1967,  p.  109,  illus. 

11.  Commandement  en  chef  francais  en  Allemagne,  Repertoire  des 


biens  spolies  en  Prance  durant  la  guerre  19 39-1945,  vol.  2  (Berlin, 
1947)  p.  364,  nos.  324,  325,  illus. 

12.  Coen,  "Due  de  Crequy's  Primavera,"  pp.  17-21,  fig.  1.  The  wom- 
an is  identified  as  Primavera,  rather  than  Flora.  Both  figures  are 
taken  from  the  Gobelins  tapestry  Spring  from  the  series  of  the 
Seasons  after  Le  Brun,  where,  however,  they  are  shown  with  Mars 
and  represent  Venus  and  Cupid  (Fenaille,  Gobelins,  vol.  3,  p.  68, 
illus.). 

13.  Karol  Estreicher,  Collegium  Maius  Uniwersytetu  Jagiellonskiegow 
Krakowie  (Warsaw,  1971)  pp.  149, 151,  illus.  pp.  120, 150. 

14.  "La  Chronique  des  arts,"  supplement  to  Gazette  des  Beaux-Arts, 
6th  ser.,  93  (April  1979)  p.  58,  no.  295,  illus.;  previously  sold  at 
Christie's,  April  6, 1978,  no.  84,  illus. 

15.  Auguste  Moutie  and  Adolphe  de  Dion,  "Quelques  documents  sur 
le  duche-pairie  de  Rambouillet,"  Memoires  et  documents  publies 
par  la  Societe  Archeologique  de  Rambouillet  7,  pt.  2  ( 1 8  84-8  6)  pp. 
209,  210,  227,  204. 

16.  Earth,  when  sold  in  1887,  had  an  inscription  on  the  back  reading: 
"8  piece  de  tapisserie  font  or  representant  un  tableau.  H.  13  p. 
[pieds]  L.  8  p.  6  p.  [pieds  and  pouces],"  and  "Palais  Royal,  Tenture 
no.  2."  The  Palais  Royal  inventories  of  1 814-30  do  not  include  the 
set  (Marie  report,  p.  6). 

17.  Daniel  Meyer,  "Les  Conquetes  de  Louis  XIV,"  Revue  du  Louvre, 
1970,  p.  164,  n.  17. 

18.  Ernst  H.  Kantorowicz,  uOriens  Augusti — Lever  du  Roi,"  Dum- 
barton Oaks  Papers,  no.  17  (1963)  pp.  173, 174,  n.  304. 

19.  MMA  acc.  no.  04.3.260.  A  similar  shield  is  seen  on  Jean  Warm's 
statue  of  Louis  XIV  at  Versailles. 
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118  Atalanta  and  Meleager  with  Fountains  of  Versailles 


French,  late  seventeenth  century. 
Wool  and  silk  on  canvas. 
Embroidered  in  tent  and  cross-stitches. 
7  ft.  5  in.  x  5  ft.  5V2  in.  (2.26  m  x  1.66  m). 
Center,  484-576  tent  stitches  per  square  inch, 

90  per  square  centimeter; 
border,  169  cross-stitches  per  square  inch, 

25  per  square  centimeter. 
Gift  of  Irwin  Untermyer,  1962  (62.214.2). 

DESCRIPTION 

In  the  center,  Meleager,  wearing  pale  yellow  armor  and 
a  blue  cloak,  presents  the  dull  yellow  head  of  the  Caly- 
donian  boar  on  a  yellow  platter  to  the  seated  Atalanta.  She 
has  a  small  crescent  above  her  forehead  and  a  bow  in  her 
left  hand.  Her  dress  is  yellow  and  her  sandals  have  blue 
garters.  Smaller  figures  of  hunters  with  spears  or  bows  in 
blue  and  yellow  are  seen  behind  Meleager.  Behind  Ata- 
lanta are  similar  female  figures  in  the  same  colors.  A  dull 
yellow-pink  drapery  hangs  over  Atalanta  and  two  flying 
cupids  in  blue,  yellow,  and  pink  carry  a  basket  of  fruit  in 
the  upper  right.  Flowering  plants  and  trees  in  tones  of 
blue,  green,  brown,  yellow,  and  pink  are  scattered  be- 
tween the  figures. 

At  the  foot  of  the  panel,  Atalanta,  in  dull  pale  pink  and 
brown,  has  wounded  the  brown  and  tan  boar  with  an 
arrow,  and  Meleager,  in  blue  and  yellow,  is  about  to  kill  it 
with  his  spear.  Four  hounds  attack  the  boar  and  other 
hunters  in  brown,  blue,  and  yellow,  with  their  dogs, 
approach  from  both  sides.  A  landscape  with  a  large  house, 
a  windmill,  trees,  and  flowering  plants  is  seen  in  the 
background. 

Between  the  two  hunting  scenes,  in  the  center,  is  a  stage 
set  showing  a  courtyard  with  a  brown  and  tan  floor,  sur- 
rounded on  three  sides  by  blue  and  yellow  columns.  Two 
pale  tan  figures  of  gods  stand  above  them  on  either  side; 
Mercury,  with  a  caduceus  and  winged  sandals,  and  Nep- 
tune, with  a  trident,  can  be  identified.  In  the  center,  in  a 
pale  tan  and  blue  cloud,  Jupiter,  in  pink,  is  seen  riding  an 
eagle.  A  disproportionately  large  gray  and  tan  pug  dog 
runs  across  the  front  of  the  stage.  The  fountains  of  Ver- 


sailles are  rendered  in  shades  of  brown,  yellow,  and  blue. 
At  the  top  of  the  panel  in  the  center  are  the  Fontaine  du 
Dragon  and  the  Bassin  de  Neptune.  On  the  left  is  the  Salle 
des  Festins,  and  on  the  right,  the  Bassin  d'Apollon  and  the 
Grand  Canal.  A  landscape  with  hills,  trees,  windmills,  and 
birds  extends  behind  these  views.  At  the  left  side  of  the 
panel,  beside  the  stage  set,  is  the  Bassin  de  Ceres,  with 
yellow  crossed  sheaves  of  grain  around  the  rim  of  the 
pool,  and  on  the  right,  the  Arc  de  Triomphe,  with  three 
yellow  fleurs-de-lis  on  a  blue  ground  in  the  pediment,  and 
four  obelisks.  The  background  is  dark  brown  and  black. 

The  upper  corners  of  the  border  have  an  unidentified 
conjoined  coat  of  arms  in  blue  and  yellow  under  a  coronet 
with  pale  yellow  lion  supporters:  Dexter,  azure,  a  fess 
dancettee  or,  indented  border  or;  sinister,  azure,  a  lion 
rampant  crowned  or,  langued  gules.  The  border  has  a  red 
ground  with  a  pattern  of  strapwork  and  foliate  forms 
chiefly  in  yellow,  blue,  tan,  and  pale  brown. 

CONDITION 

The  lower  border  is  missing.  There  are  many  areas 
of  repair,  large  and  small,  over  the  whole  surface.  Some 
scenes,  such  as  the  Grand  Canal,  are  so  extensively  re- 
stored as  to  be  incomprehensible. 

SUBJECT 

Diana  sent  a  huge  boar  to  ravage  the  country  around 
the  city  of  Calydon,  because  its  king,  Oeneus,  had  not  paid 
her  due  respect.  All  the  Greek  princes  assembled  to  hunt  it. 
Atalanta,  a  princess  vowed  to  perpetual  virginity,  wounded 
it,  but  Meleager,  Oeneus's  son,  killed  it.  As  he  was  in  love 
with  Atalanta,  he  gave  her  the  head. 

Atalanta  was  not  a  nymph  of  Diana,  so  there  is  no 
reason  why  she  should  be  shown  with  a  crescent. 

The  Bassin  d'Apollon  includes  the  central  group  of 
Apollo  in  his  chariot,  which  was  in  place  by  1670,  and  the 
Grand  Canal  behind  it  was  extended  to  its  present  length 
in  1671—72.  The  Bassin  de  Ceres  shows  the  sheaves 
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fig.  82.  Death  of  the  Calydonian  Boar,  by  Antonio  Tempesta.  Etch-      fig.  83.  Meleager  Presenting  the  Head  of  the  Calydonian  Boar  to 
ing,  from  Ovid's  Metamorphoses ,  Amsterdam.  MMA,  Gift  Atalanta,  by  Antonio  Tempesta.  Etching,  from  Ovid's 

of  S.  P.  Jones,  1935  (35.6).  Metamorphoses,  Amsterdam.  MMA,  Gift  of  S.  P.  Jones, 

1935  (35.6). 

Detail  of  118 


fig.  84.  Salle  des  Festins,  by  a  member  of  the  Perelle  family.  Engrav- 
ing, from  a  collection  of  views  of  Versailles.  MMA,  Rogers 
Fund,  1920  (2o.4i[ii3]). 


around  the  rim,  which  were  replaced  in  1684  by  the  pres- 
ent plain  white  marble  border.  The  Fontaine  du  Dragon 
and  the  Bassin  de  Neptune  (called  the  Grande  Piece  d'Eau) 
are  shown  as  they  were  in  1685,  but  they  have  since  been 
much  altered.  The  other  fountains  no  longer  exist;  the 
Salle  des  Festins  was  completed  by  1674  and  the  Arc  de 
Triomphe  by  168 z.1 

SOURCES  OF  THE  DESIGN 

The  Atalanta  scenes  are  derived  from  prints  by  Antonio 
Tempesta  (see  detail  and  figs.  82,  83).  These  were  used  in 
an  edition  of  Ovid's  Metamorphoses  that  was  first  pub- 
lished in  Antwerp  in  1606.  French  copies  appeared  from 
1619. 

The  fountains  were  probably  copied  from  engravings 
by  a  member  of  the  Perelle  family  made  about  1681  (see 
detail  and  fig.  84). 2 


PUBLICATIONS 

Hackenbroch,  Yvonne.  English  and  Other  Needlework,  Tap- 
estries and  Textiles  in  the  Irwin  Untermyer  Collection  (Cam- 
bridge, Mass.,  i960)  pp.  lxii,  lxiii,  pi.  143,  fig.  186,  pp.  58—59. 
Called  French,  1675-1700;  gardens  and  fountains  said  to 
recall  engravings  of  Versailles  by  Le  Pautre;  stage  set  related 
to  Giacomo  Torelli's  designs  in  II  Bellero  Fonte,  Venice, 
1642. 

MMA  Annual  Report  1962-1963.  In  MMA  Bulletin,  n.s.  22 
(1963—64)  p.  84.  Listed  as  French,  last  quarter  of  the  seven- 
teenth century. 

Standen,  Edith  A.  "A  Boar-Hunt  at  Versailles."  MMA  Bulletin, 
n.s.  22  (1963-64)  pp.  143-55,  illus.  Arms  said  to  be  probably 
those  of  a  nobleman  of  the  Holy  Roman  Empire;  Tempesta 
and  Perelle  prints  for  all  scenes  except  stage  set  illustrated  and 
discussed. 

NOTES 

1.  Standen,  "A  Boar-Hunt,"  pp.  148-55. 

2.  Standen,  "A  Boar-Hunt,"  pp.  146-54. 
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ENGLAND  AND  IRELAND 


The  first  documented  English  tapestry  manufactory,  set  up  by  William  Sheldon  at  Barcheston 
and  Bordesley  in  the  west  of  England,  made  many  small  pieces.  A  long  cushion  cover  with  three 
scenes  from  the  New  Testament  (119)  has  the  initials  of  a  member  of  the  Jones  family  of  Chastleton 
House,  near  Barcheston;  two  small  cushion  covers  from  a  set  of  six  with  scenes  from  the  Parable  of 
the  Prodigal  Son  (120),  one  of  Judith  with  the  Head  of  Holof ernes  (121),  one  of  the  Circumcision 
(122),  and  a  very  small  one  of  the  Sacrifice  of  Isaac  (123)  were  all  woven  on  the  Sheldon  looms, 
probably  in  the  early  seventeenth  century. 

Charles  I  followed  the  example  of  his  father-in-law,  Henri  IV,  and  established  a  tapestry 
manufactory  at  Mortlake,  near  London.  Two  pieces  with  mythological  scenes  showing  figures  on 
horseback  are  from  a  series  known  as  the  Horses  (124);  they  were  designed  by  the  Danish  artist 
Francis  Clein  and  made  for  the  earl  of  Peterborough,  probably  between  1650  and  1670.  The 
manufactory  also  copied  Flemish  tapestries;  the  News  of  the  Stag  (125),  from  the  series  called  the 
Hunters'  Chase,  first  woven  in  1645,  is  derived  from  the  July  of  the  Hunts  of  Maximilian  (see  47). 

An  immigrant,  presumably  of  Flemish  origin,  known  in  England  as  John  Vanderbank,  pro- 
duced an  unusual  type  of  tapestry  design  that  shows  Indian  and  Chinese  motifs,  usually  on  a  black 
ground.  Two  pieces  (127)  are  typical  of  these  fantastic  tapestries,  woven  in  London.  A  later  London 
weaver,  Joshua  Morris,  made  a  number  of  tapestries  with  flowers  and  birds  (128);  they  may  well 
have  been  designed  by  the  Frenchman  Andien  de  Clermont. 

Another  Flemish  weaver,  John  van  Beaver,  worked  in  Dublin  and  presented  his  portrait  of 
George  II  (129)  to  the  Weavers'  Guild  there  in  1738;  the  design  is  adapted  from  a  mezzotint  of  the 
king. 

Furniture  upholstery  was  also  made  by  the  London  tapestry  weavers.  A  set  of  covers  for  four 
armchairs  (130)  was  probably  designed  by  Tobias  Stranover,  a  Bohemian  painter  who  worked  in 
England,  and  woven  by  William  Bradshaw.  Knotted  pile  fabrics  were  made  by  Peter  Parisot  at 
Fulham  from  1751  to  1755  and  the  Parrot  and  Squirrel  panel  (133)  may  be  his  work;  it  shows  the 
same  design  as  a  Savonnerie  piece  (114).  Tapestry  upholstery  for  a  chair,  with  a  parrot  on  the  back 
and  a  landscape  on  the  seat  (132),  may  also  have  been  made  at  Fulham. 

William  Morris  revived  tapestry  weaving  in  England  at  Merton  Abbey.  A  small  Head  of  a 
Woman  (13  5)  is  a  replica  of  a  head  in  a  large  hanging,  the  Passing  of  Venus,  after  Edward  Burne- 
Jones,  first  woven  between  1901  and  1907.  Morris's  chief  assistant  was  John  Henry  Dearie,  who 
designed  Greenery  (136),  woven  at  Merton  Abbey  in  191 5. 
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119  Annunciation,  Adoration  of  the  Shepherds,  and 
Adoration  of  the  Kings 


Cushion  cover 

English  (probably  Barcheston);  woven  in  the  early 
seventeenth  century,  probably  by  Francis  Hickes  (c. 
1566-1630),  on  the  Sheldon  looms,  probably  for  a 
member  of  the  Jones  family. 

Silk  and  wool,  and  silver-gilt  thread. 

1  ft.  8  in.  x  3  ft.  7V8  in.  (51  cm  x  1.11  m). 

18— Z2  warps  per  inch,  7—8  per  centimeter. 

Bequest  of  Mary  Stillman  Harkness,  1950(50.145.56). 

DESCRIPTION 

Each  scene  is  shown  under  an  arch,  which  has  yellow, 
white,  green,  dark  blue,  and  dull  pink  ornamentation  on  a 
red  ground.  At  the  keystone  of  the  central  arch  are  the 
letters  TE  (joined)  I,  in  gold  thread  (see  detail).  The  sup- 
porting capitals  are  red-brown  with  yellow  borders,  the 
columns  imitate  marble  in  red,  white,  and  yellow,  and  the 
bases  are  in  shades  of  blue  with  red  and  yellow  centers. 
The  spandrels  between  the  arches  have  black  grounds  and 
are  filled  with  flowers  and  leaves  in  red,  white,  yellow,  and 
green;  roses,  a  pink,  and  a  honeysuckle  can  be  distin- 
guished. At  the  foot  of  each  scene  is  a  white  band  with  red, 
yellow,  and  pale  blue  decoration. 

The  Virgin  Annunciate  has  yellow  hair  and  a  yellow 
and  gold  halo.  She  wears  a  white  dress  and  a  blue  cloak, 
and  has  a  book  on  a  pale  brown  prie-dieu  beside  her. 
Gabriel  is  in  red  and  yellow  with  a  gold  wand;  his  wings 
are  yellow,  white,  red,  and  blue.  He  floats  on  blue  and 
white  clouds,  which  extend  into  the  sky  above  him;  the 
dove  flies  down  above  his  right  wing.  Behind  the  Virgin  is 
her  bed,  with  green  and  yellow  curtains  and  pale  brown 
woodwork.  Between  the  figures  is  a  dull  yellow  vase  with 
two  white  lilies.  The  floor  is  red,  yellow,  white,  pale  brown, 
and  green. 

The  Virgin  of  the  central  scene  is  in  the  same  costume. 
Saint  Joseph,  standing  behind,  has  a  red  cloak,  yellow 
sleeves,  and  a  pale  brown  robe.  The  foremost  kneeling 
shepherd  on  the  left  has  brown  hair  and  beard,  and  wears 
a  yellow  and  orange  cloak,  green  and  yellow  breeches,  red 
and  yellow  stockings,  and  pale  blue  shoes  (modern  re- 
pair). The  man  behind  him  is  in  blue.  The  kneeling  angel  is 


in  yellow  with  a  gold  collar  and  wings  like  Gabriel's.  The 
nude  child  lies  on  a  white  cloth.  Behind  the  Virgin  on  the 
right  are  the  orange-brown  ox  and  gray  ass,  with  the  red- 
brown  and  yellow  manger  in  front  of  them.  Behind  Saint 
Joseph  rises  a  blue,  white,  and  yellow  pillar,  and  the  low 
walls  of  the  stable  in  grays  and  browns  are  seen  behind  the 
whole  group.  In  the  distance  on  the  right  is  a  yellow, 
green,  and  blue  landscape  with  two  shepherds,  identical 
except  for  their  coloring;  one  has  a  red  hat,  the  other  red 
shoes.  There  are  several  sheep  in  front  of  them.  The  angel 
flying  down  above  is  in  red  and  yellow.  To  the  left  of  the 
pillar  are  white  buildings  with  a  red  roof  and  a  yellow 
street.  The  foreground  is  in  shades  of  dull  pink,  pale  brown, 
and  yellow. 

The  Virgin  of  the  Adoration  of  the  Kings  has  the  same 
costume  as  in  the  earlier  scenes.  Saint  Joseph,  holding  his 
blue  and  yellow  cap,  is  in  red  and  yellow.  The  kneeling 
king  on  the  right  removes  the  lid  from  his  gold  cup;  he  is  in 
pale  yellow  and  white  and  has  a  blue  and  dull  pink  bag 
and  a  dark  brown  sword  slung  from  a  pale  green  belt.  His 
red  and  white  hat,  with  a  gold  crown  encircling  it,  lies  on 
the  ground  in  front  of  him.  The  king  standing  behind  him 
is  in  blue,  pale  brown,  and  white,  and  holds  a  two-handled 
gold,  blue,  and  white  vessel.  The  king  on  the  left  is  in  red 
and  yellow,  with  a  brown  sword  at  his  side;  he  holds  a  red 
cap  and  a  gold  vase.  Ruined  arches  in  shades  of  blue,  gray, 
white,  red,  and  yellow  rise  behind  the  group,  with  the  star 
streaming  rays  onto  the  Virgin  in  the  center.  A  landscape 
with  buildings  and  trees  in  blue,  white,  pale  pink,  yellow, 
green,  and  red  is  seen  in  the  background.  The  foreground 
is  brown  and  pink,  with  some  white  and  pale  blue  stones. 

A  narrow  yellow  band  surrounds  the  three  scenes.  The 
horizontal  borders  have  each  a  central  section  showing 
two  confronted  birds  with  two  pears  between  them,  and 
fruit,  leaves,  and  flowers  on  either  side  in  shades  of  red, 
yellow,  green,  blue,  and  white.  The  ground  is  red.  There 
are  hunting  scenes  on  either  side  of  each  central  section. 
On  the  upper  border  on  the  left,  a  man  with  a  white  dog 
chases  a  rabbit;  behind  him  on  the  left  is  a  white  castle  and 
a  blue  pond,  with  two  red-beaked  white  ducks  in  it.  On 
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the  right  of  the  upper  border,  a  man  with  a  long  spear  and 
three  dogs  pursues  a  brown  boar.  On  the  lower  border,  on 
the  left,  a  fox,  with  a  red-legged  white  bird  thrown  over  its 
back,  flees  from  two  dogs  and  a  man.  On  the  right,  a  man 
and  two  dogs  chase  a  spotted  brown  stag  with  pale  gray 
antlers.  Each  upright  border  has  a  central  motif  of  a  long- 
stemmed  blue  vase  flanked  at  the  base  by  two  birds.  The 
vases  are  filled  with  flowers  and  fruit  in  shades  of  red, 
white,  blue,  and  yellow.  The  lower  left  and  the  upper  right 
corner  have  identical  figures  of  women  in  red  standing  in 
landscapes  under  arches;  the  colors  are  slightly  varied. 
The  upper  left  and  lower  right  corner  have  men  in  differ- 
ently colored  costumes  in  landscapes  under  arches.  The 
modern  guards  are  dull  lavender-gray. 

The  tapestry  is  almost  entirely  silk,  wool  being  used 
only  for  the  dark  brown  or  black  outlines  and  back- 
grounds. Gold  thread  is  sparingly  employed. 


modern  tapestry  when  119  was  received  by  the  Metro- 
politan Museum.  A  similar  fringe  on  the  related  cushion 
cover  in  the  Victoria  and  Albert  Museum  is  considered 
unlikely  to  be  original. 

There  are  a  number  of  small  areas  of  repair  and  others 
where  the  wefts  have  perished. 

WEAVER  AND  DATE 

The  tapestry  has  been  assigned  on  stylistic  grounds  to 
the  manufactory,  or  cottage  industry,  in  and  around  Bar- 
cheston  in  Warwickshire,  established  by  William  Sheldon 
(fl.  1 537-1 570/71)  about  1 561,  and  continued  under  his 
son  Ralph  (153  7-1 6 1 3 )  at  least  until  1 6 1 1 .  It  belongs  to  a 
group  of  similar  pieces  believed  to  have  been  made  by  or 
under  the  supervision  of  the  weaver  Francis  Hickes  after 
1603. 2 


CONDITION 

A  silk  fringe,  seen  in  a  photograph  published  in  1928, 1 
had  been  removed  and  replaced  by  a  narrow  border  of 
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RELATED  TAPESTRIES 

A  small  cushion  cover  in  the  Victoria  and  Albert  Mu- 
seum shows  the  Flight  into  Egypt  under  a  similar  arch  and 


has  the  same  borders  and  initials.3  Similar  hunting  scenes 
appear  on  many  Sheldon  tapestries,  including  1 19;  a  scene 
of  this  type,  with  two  men  blowing  horns,  two  dogs,  and  a 
stag,  carried  out  in  tent-stitch  embroidery,  was  sold  at 
Sotheby  Parke  Bernet,  New  York,  March  23,  1974  (no. 
62). 


HISTORY 

The  initials,  read  as  T.E.I,  (for  J),  are  probably  those  of  a  mem- 
ber of  the  Jones  family  of  Chastleton  House,  near  Barches- 
ton.  The  family  was  connected  with  the  Sheldons  and  similar 
initials  (W.  I.,  for  Walter  Jones;  E.  L,  for  Eleanor  Jones,  his 
wife;  H.  I.,  for  Henry  Jones,  their  son)  are  found  on  tapestries 
that  were  preserved  at  Chastleton  House  until  1920.4 

Owned  by  Basil  Dighton,  London,  in  1920,  from  whom  the 
related  cushion  with  the  Flight  into  Egypt  was  acquired  by 
the  Victoria  and  Albert  Museum  in  1926. 

Bequeathed  to  the  MMA  by  Mary  Stillman  Harkness,  1950. 


PUBLICATIONS 

Barnard,  E.  A.  B.,  and  Wace,  A.  J.  B.  "The  Sheldon  Tapestry 
Weavers  and  Their  Work."  Archaeologia  78  (1928)  pp.  294, 
309,  pi.  xlii  fig.  1.  Listed  with  cushion  covers  related  in  style, 
size,  and  plan  to  established  Sheldon  works;  initials  associ- 
ated with  the  Jones  family;  attributed  to  Francis  Hickes,  after 
1603. 

MMA  Annual  Report  1950.  In  MMA  Bulletin,  n.s.  10  (195 1— 
52)  p.  36.  Listed  among  items  of  Mary  Stillman  Harkness 
bequest  as  North  German,  late  sixteenth  century. 

Standen,  Edith  A.  "The  Carpet  of  Arms."  MMA  Bulletin,  n.s. 
20  (1961-62)  p.  227,  fig.  4.  Called  Sheldon,  early  seven- 
teenth century. 

Wingfield  Digby,  George.  Victoria  and  Albert  Museum,  The 
Tapestry  Collection:  Medieval  and  Renaissance.  London, 
1980,  p.  80.  Mentioned. 

NOTES 

1.  Barnard  and  Wace,  "Sheldon  Tapestry  Weavers,"  pi.  xlii  fig.  1. 

2.  Barnard  and  Wace,  "Sheldon  Tapestry  Weavers,"  p.  309. 

3.  Wingfield  Digby,  Victoria  and  Albert  Museum,  no.  7 id. 

4.  Barnard  and  Wace,  "Sheldon  Tapestry  Weavers,"  pp.  291,  292. 
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120  The  Parable  of  the  Prodigal  Son 


Two  cushion  covers  from  a  set  of  six 

a  The  Prodigal  Son  Driven  Out  by  Harlots 
b  The  Repentance  of  the  Prodigal  Son 

English  (probably  Barcheston);  woven  in  the  early 

seventeenth  century  on  the  Sheldon  looms. 
Silk  and  wool. 

120a  i  ft.  8  in.  square  (51  cm); 

120b  1  ft.  8V2  in.  x  1  ft.  3A  in.  (52  cm  x  50  cm). 

22  warps  per  inch,  10  per  centimeter. 

Gift  of  Irwin  Untermyer,  1954  (54.7.6,  7). 

DESCRIPTION 

Each  scene  is  shown  under  an  arch  which  has  a  dark 
pink  ground  and  yellow,  white,  blue,  and  pale  green  deco- 
ration. The  arches  rest  on  mottled  columns,  imitating 
marble,  which  stand  on  blue,  pink,  and  yellow  bases.  The 
spandrels  of  izoa  have  dark  blue  grounds,  those  of  120b 
are  yellow-brown  (modern  replacements).  Both  show,  on 
the  left,  a  pink  with  green  and  yellow  leaves,  on  the  right,  a 
dangling  bell-shaped  flower  in  pinks  and  yellows.  A  nar- 
row yellow  border  edges  the  central  panel. 

The  vertical  borders  are  the  same,  except  for  the  upper 
corners.  120a  has  on  each  side  a  red,  yellow,  and  green 
apple,  flanked  by  grapes  and  surmounted  by  a  large  green 
and  yellow  leaf,  with  smaller  fruit  and  leaves;  on  1 20b,  the 
apple  and  large  leaf  are  replaced  by  two  pears  and  three 
white  or  pale  blue  flowers.  In  all  four  vertical  borders, 
these  bunches  of  fruit  rest  on  red  and  yellow  baskets.  A 
man,  in  pink  and  yellow,  stands  holding  a  spear  in  the 
center  of  each  border,  with  a  landscape  background,  en- 
closed by  a  white  or  blue  and  pink  arch.  Below  are  bunches 
of  fruit,  flowers,  and  leaves  in  greens,  blues,  reds,  and 
yellows,  in  blue  and  yellow  vases,  standing  on  gray-white 
supports.  The  grounds  are  dark  pink.  The  guards,  seen 
complete  only  on  the  sides  of  120b,  are  dark  blue  with  a 
light  green  stripe.  Both  pieces  are  almost  entirely  in  silk; 
wool  is  used  for  faces  and  bare  limbs. 

CONDITION 

Both  pieces  are  very  extensively  restored;  there  are  also 
substantial  areas  of  bare  warps. 


SUBJECT 

The  six  tapestries  of  the  series  show  the  Prodigal  Son 
taking  his  portion  from  his  father  and  saying  farewell, 
wasting  his  substance  with  riotous  living,  being  driven  out 
by  harlots  when  he  had  spent  all,  repenting  when  he  had 
been  reduced  to  feeding  swine,  returning  to  his  father,  and 
feasting  on  the  fatted  calf  (Luke  15:11-32).  In  120  the 
background  scenes  show  the  Prodigal  Son  begging  for 
work  in  120a  and  being  directed  to  tend  the  swine  in 
1 20b. 


SOURCE  OF  THE  DESIGNS 

Some  of  the  scenes  show  resemblances  to  sixteenth- 
century  German  and  Flemish  prints.  Thus,  the  two  main 
figures  and  the  servant  carrying  the  best  robe  in  the  Return 
are  fairly  close  to  a  copperplate  in  a  set  of  four  by  Claes 
Jansz  Visscher  after  David  Vinckeboons.  But  no  source 
for  the  whole  series  has  been  identified.  It  may  have  been 
copied  from  a  set  of  six  tapestry  cushion  covers  with  the 
story  of  the  Prodigal  Son  made  in  Flanders  in  the  last  third 
of  the  sixteenth  century  and  now  in  the  Victoria  and  Albert 
Museum. 1 

MANUFACTURE  AND  DATE 

The  style  of  the  borders  is  typical  of  the  Sheldon  manu- 
factory in  the  early  seventeenth  century. 

RELATED  TAPESTRIES 

Four  tapestries  in  an  American  private  collection  in 
1929  are  probably  the  other  pieces  of  the  set  to  which  120 
belongs;  one  of  them  shows  the  Prodigal  Son  taking  his 
portion.2  The  scene  takes  place  under  an  identical  arch 
with  the  same  flowers  in  the  spandrels  and  has  the  same 
upright  borders;  the  upper  border  is  the  same  as  the  lower 
border  on  120a,  the  lower  border  as  the  upper  of  120a. 
The  other  three  pieces  presumably  show  the  other  scenes 
of  the  set.  However,  the  missing  Prodigal  Son  Driven  Out 
may  be  a  tapestry  in  the  Cooper-Hewitt  Museum,  New 
York,  rather  than  120a. 
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Another  set  is  represented  by  a  tapestry  in  the  Victoria 
and  Albert  Museum  showing  the  Prodigal  Son  taking  his 
portion;  the  standing  men  in  the  upright  borders  are  re- 
placed by  herms.3  A  long  cushion  with  three  scenes 
{Riotous  Living,  Driven  Out,  Repentance)  and  the  same 
herm  borders  belonged  to  Major  General  E.  H.  Goulburn 
in  1934  ;4  he  also  owned  a  short  cushion  with  the  Farewell. 
Both  pieces  were  sold  at  Christie's,  London,  December  11, 
1980  (nos.  153,  154,  both  illus.). 

Two  cushion  covers  with  somewhat  altered  figures  in 
the  upright  borders  were  in  the  Henry  Barton  Jacobs  sale, 
Parke-Bernet,  New  York,  December  10,  12,  1940  (no. 
842,  illus.);  they  represent  the  Repentance  and  the  Return. 
A  Farewell  was  in  the  Emma  Budge  sale,  Paul  Graupe, 
Berlin,  September  27—29,  1932  (no.  438).  The  Ashmo- 
lean  Museum,  Oxford,  owns  a  Return  with  herm  borders. 

Two  Sheldon  cushion  covers  in  the  Mrs.  Elmer  E. 
Smathers  sale,  Parke-Bernet,  March  6,  1948  (no.  64,  il- 
lus.), described  as  showing  scenes  from  the  story  of  the 
Prodigal  Son,  actually  represent  episodes  in  the  life  of 
Abraham. 

The  Flemish  tapestry  cushion  covers  of  the  same  story 
have  the  same  central  scenes,  but  in  square  panels  without 
arches  and  with  typically  Flemish  borders.  They  are  better 
drawn  and  show  finer  workmanship  than  the  English  ver- 
sions. 


HISTORY 

In  the  collection  of  Mortimer  L.  Schiff,  New  York,  but  not 
included  in  the  sale  of  part  of  his  collection  at  Christie's, 
London,  June  22,  23, 1938. 

Given  to  the  MM  A  by  Irwin  Untermyer,  1954. 

EXHIBITION 

Hartford,  Wadsworth  Atheneum,  and  Baltimore  Museum  of 
Art,  1951—52.  2000  Years  of  Tapestry  Weaving,  cat.  no.  105. 
Dated  1550— 1600.  Lent  by  Irwin  Untermyer. 

PUBLICATIONS 

MM  A  Annual  Report  1953— June  1954.  In  MM  A  Bulletin,  n.s. 
13  (1954-55)  p.  25.  Listed. 

Hackenbroch,  Yvonne.  English  and  Other  Needlework,  Tapes- 
tries and  Textiles  in  the  Irwin  Untermyer  Collection.  Cam- 
bridge, Mass.,  i960,  pp.  xxii,  14,  15,  pi.  20,  fig.  32.  Dated 
after  1603 . 1 20b  said  to  be  taken  from  an  engraving  by  Pieter 
de  Jode  after  Adrian  van  Nylant. 


120a  The  Prodigal  Son  Driven  Out 
by  Harlots 

DESCRIPTION 

The  Prodigal  Son  is  dressed  in  dull  yellow  and  pink.  A 
striding  woman,  holding  three  keys  on  a  cord,  is  in  blue, 
with  pink  puffs  at  the  shoulders,  a  yellow  purse  at  her 
waist,  and  yellow  boots.  The  woman  beside  her,  wielding 
a  green  and  yellow  club-shaped  object,  probably  a  broom, 
is  in  dull  pink.  The  woman  at  the  left,  with  a  pink  and 
yellow  headdress,  has  a  green  dress  with  pink  sleeves  and  a 
pink  shoe.  The  house  behind  the  group  is  dark  brown  and 
pale  yellow.  In  the  distance  on  the  right  is  a  building  in  dull 
yellow,  blue,  and  brown;  the  Prodigal  is  seen  approaching 
a  figure  in  a  doorway.  The  sky  is  dark  blue  at  the  top,  then 
striped  horizontally  in  pale  yellows  and  pinks;  some  dis- 
tant blue  trees  are  visible.  The  foreground  is  dark  blue;  on 
the  left  is  a  strawberry  plant  with  flowers  and  fruit  in  dull 
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pink  and  yellow,  on  the  right,  a  honeysuckle  in  yellow, 
pale  brown,  and  blue.  The  outlines  are  dark  brown  or 
black. 

The  upper  border  shows  a  dark  brown  boar  with  a 
red-brown  and  tan  hound  on  either  side.  On  the  right  is  a 
man  in  yellow,  blue,  dull  pink,  and  brown  blowing  a  horn. 
In  the  background  on  the  left  is  a  gray  and  dull  pink  castle, 
on  the  right,  a  row  of  blue  and  blue-green  trees.  In  the 
lower  border,  a  rabbit  or  hare  is  chased  by  two  gray  and 
pale  brown  hounds,  with  a  man  in  pink  and  yellow  blow- 
ing a  horn.  There  is  a  castle  in  the  distance  on  the  right, 
some  trees  on  the  left.  The  skies  of  both  hunting  scenes  are 
in  shades  of  pink  and  yellow. 


RELATED  TAPESTRIES 

The  version  in  the  Cooper-Hewitt  Museum,  New  York, 
is  very  similar  indeed  to  120a.  The  central  scene  is  slightly 
wider  and  higher,  so  that  more  is  seen  of  the  farmhouse  on 
the  right  and  there  are  distant  buildings  above  it;  the  boar 
hunt  is  in  the  lower  border  and  the  hare  hunt  in  the  upper. 

The  same  scene  appears  on  the  long  cushion  formerly  in 
the  Goulburn  collection;  it  is  slightly  narrower,  showing 
less  of  the  woman  on  the  far  left,  but  has  only  the  most 
minute  differences  elsewhere. 

The  Flemish  version  in  the  Victoria  and  Albert  Museum 
is  better  drawn,  the  raised  broom  and  the  background 
buildings  being  much  more  clearly  distinguished. 


CONDITION 


There  is  an  area  of  bare  warps  on  the  Prodigal's  right 
thigh  and  very  extensive  ones  in  the  horizontal  borders. 


120b  The  Repentance  of  the 
Prodigal  Son 


DESCRIPTION 

The  Prodigal  Son,  wearing  the  same  costume  as  in  120a 
but  barefoot,  holding  a  long  pale  yellow-pink  stick,  kneels 
beside  a  red  and  yellow  trough.  Four  pigs  in  shades  of 
brown,  gray,  and  white,  with  dull  pink  tongues,  feed  at  the 
trough,  and  another  is  seen  to  the  right.  In  the  background 
on  the  left  is  a  farm,  similar  to  that  seen  in  120a,  with  a 
man  in  dull  pink  and  blue  gesturing  to  the  Prodigal,  who 
here  has  his  pink  boots.  A  large  pale  brown  and  tan  tree 
rises  behind  the  pig  on  the  right;  it  has  blue-green  and 
yellow  leaves.  The  sky  is  pale  blue  above,  with  horizontal 
stripes  of  cream,  yellow,  and  white  below.  There  is  a  pale 
brown  fence  near  the  farmhouse  and  trees  and  hills  in 
shades  of  blue  and  yellow  in  the  distance.  The  foreground 
is  dark  blue,  with  a  pink  below  the  Prodigal  and  a  pansy 
on  the  right,  both  plants  being  in  shades  of  pink,  yellow, 
and  blue-green.  A  few  of  the  outlines  are  black,  but  most 
of  them  are  yellow-brown  replacements. 

The  upper  border  shows  a  brown  and  dull  yellow  stag 
pursued  by  two  brown,  white,  and  tan  hounds,  with  a 
man  in  pink,  blue,  and  yellow  holding  a  horn.  The  land- 
scape is  in  shades  of  yellow,  blue,  and  blue-green,  with  a 
house  on  the  right  and  distant  trees  in  the  center.  The 
lower  border  shows  a  red  and  yellow  fox,  with  a  white 
bird  slung  across  its  back,  chased  by  two  pale  brown  and 
white  hounds,  with  a  man  in  pink  and  blue  holding  a  horn. 
The  landscape  is  similar  to  that  in  the  upper  border. 
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CONDITION 

The  pigs  are  much  repaired.  The  large  tree  trunk  and  the 
Prodigal's  stick  are  mostly  replacements,  as  are  substan- 
tial areas  of  the  borders. 

SOURCE  OF  THE  DESIGN 

The  basic  design  of  this  episode  was  established  by 
Durer  in  his  engraving  of  about  1496  (Bartsch  28).  The 
Prodigal  is  here  shown  kneeling,  his  hands  clasped  in 
prayer,  leaning  on  a  heavy  stick,  in  front  of  a  trough  from 
which  several  pigs  are  feeding.  The  setting  is  a  farmyard. 
Hans  Beham's  print  of  1538  has  a  landscape  background, 
with  a  large  tree  behind  the  Prodigal  and  a  farmhouse  in 
the  distance.5  The  Prodigal  is  seen  asking  for  work  in  the 
background  of  Julius  Goltzius's  print  after  Hans  Bol.6 

RELATED  TAPESTRIES 

The  same  scene  appears  on  the  long  cushion  formerly  in 
the  Goulburn  collection;  it  is  narrower,  lacking  the  tall 


pansy  plant  on  the  lower  right,  and  with  some  other  small 
differences  in  the  flowers  and  landscape. 

The  example  in  the  Jacobs  sale  has  slightly  different 
flowers  and  does  not  have  the  pink  in  the  upper  left  span- 
drel. 

The  Flemish  version  in  the  Victoria  and  Albert  Museum 
is  reversed.  The  drawing  is  much  more  competent,  espe- 
cially in  the  two  twisting  pigs  and  the  tree  trunk,  which 
has  ivy  growing  up  it. 

NOTES 

1 .  George  Wingfield  Digby,  Victoria  and  Albert  Museum,  The  Tapes- 
try Collection:  Medieval  and  Renaissance  (London,  1980)  no.  62. 

2.  Eleanor  B.  Sachs,  "The  Earliest  English  Tapestries,"  International 
Studio  94  (December  1929)  pp.  78-80,  illus. 

3.  Wingfield  Digby,  Victoria  and  Albert  Museum,  no.  71a. 

4.  Gobel,  Wandteppiche  III,  vol.  2,  p.  165,  pi.  125b,  as  owned  by  the 
Kent  Gallery,  London. 

5.  F.  W.  H.  Hollstein,  German  Engravings,  Etchings  and  Woodcuts, 
ca.  1400— ijoo  (Amsterdam,  n.  d.)  vol.  3,  p.  32,  illus. 

6.  F.  W.  H.  Hollstein,  Dutch  and  Flemish  Etchings,  Engravings 
and  Woodcuts,  ca.  1450-ijoo  (Amsterdam,  n.  d.)  vol.  8,  p.  141, 
no.  20. 
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121  Judith  with  the  Head  of  Holof ernes  and  Her  Maid 


Cushion  cover 

English;  woven  in  the  early  seventeenth  century  on  the  Shel- 
don looms. 
Wool,  silk,  and  silver-gilt  thread. 
8V4  in.  x  1  ft.  (21  cm  x  30  cm). 
24  warps  per  inch,  10  per  centimeter. 
Gift  of  Mrs.  Bayard  Cutting,  1942  (42.27). 

DESCRIPTION 

Judith  holds  a  short  blue  sword  in  one  hand  and  grasps 
the  dull  red  and  yellow  hair  of  Holof  ernes 's  head  in  the 
other.  She  has  a  metal-thread  ornament  in  her  dull  red  and 
yellow  hair  and  wears  a  dull  yellow  and  red  dress  over  a 
dark  blue  underskirt  and  yellow  shoes.  Her  maid  is  simi- 
larly dressed  and  has  a  dull  red  and  tan  cap.  A  bag  hangs 
from  her  right  elbow.  In  the  background  on  the  left  are 
three  dull  red  and  yellow  tents  and,  in  the  upper  left,  a  dull 
red  and  white  city,  Bethulia,  with  a  winding  road  leading 


to  it.  Holofernes's  head  is  stuck  on  a  pole  protruding  from 
one  of  the  towers.  In  the  middle  distance  on  the  left  is  a 
stretch  of  pale  blue  water  with  dull  green  plants  and  a 
white  swan;  another  lake  is  seen  farther  away  to  the  right. 
The  sky  is  pale  blue  above,  white  below.  The  hilly  land- 
scape is  largely  dull  yellow  and  pale  green,  with  a  number 
of  green  and  yellow  trees.  The  foreground  is  green,  with 
yellow  plants,  including  a  strawberry  with  a  white  flower 
on  the  left  and  a  honeysuckle  on  the  right. 

The  border  has  a  dull  yellow  ground  with  an  inscription 
in  metal  thread  outlined  in  green.  It  reads,  above:  si  •  devs 
•  nobiscvm  *  and  below:  qvis  •  contra  *  nos  •  (If  God  be 
for  us,  who  can  be  against  us?  [Romans  8:31] ).  The  up- 
right borders  have  flowers,  leaves,  and  fruit  in  dull  red, 
yellow,  blue,  white,  and  green.  The  guards  are  striped  pale 
blue,  yellow,  and  white.  Metal  thread  is  lavishly  used 
throughout  the  piece,  including  the  borders. 
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CONDITION 

There  are  several  areas  of  bare  warps,  including  the  part 
of  Judith's  robe  that  is  blown  by  the  wind,  the  servant's 
bag,  and  the  central  tent.  The  gilt  has  largely  worn  off  the 
metal  thread,  which  has  tarnished. 

SUBJECT 

Judith  is  seen  making  her  way  from  Holofernes's  camp 
on  the  right  to  the  city  of  Bethulia  on  the  left.  She  carries 
the  head  of  Holofernes,  though  the  biblical  story  states 
that  she  gave  it  to  her  maid,  who  put  it  into  her  bag  (Judith 
13:9, 10). 

MANUFACTURE  AND  DATE 

The  style  is  typical  of  the  Sheldon  manufactory  in  the 
early  seventeenth  century. 

RELATED  TAPESTRIES 

At  least  seven  other  versions  are  known.  One,  very  close 
to  121  except  that  it  has  no  inscription,  is  at  Packwood 
House,  Warwickshire,  owned  by  Baron  Ash;  it  may  be  the 
example  sold  at  Christie's,  London,  December  13,  1933 
(no.  160),  though  this  was  said  to  show  Judith  "with  at- 
tendants." Holofernes's  head  on  a  pole  is  clearly  seen. 
Another,  also  very  close  to  123,  is  in  the  Burrell  Collec- 
tion, Glasgow;  it  includes  the  inscription.  Judith  in  a  land- 
scape, but  apparently  without  her  servant,  was  sold  at 
Sotheby's,  London,  January  19,  195 1  (no.  27).  A  some- 
what larger  version,  very  close  to  121,  belonged  to  R. 


Lauder  in  1932.  Two  cushion  covers  have  Judith  on  a 
background  of  flowers  instead  of  a  landscape.  One,  in  the 
Victoria  and  Albert  Museum,  shows  her  with  a  wide  cloak; 
her  servant  stands,  partly  concealed,  behind  her.1  The 
other,  with  Judith  almost  exactly  as  she  appears  in  121, 
has  a  flowered  background  with  two  birds;  the  servant  is 
missing.  It  was  sold  at  Sotheby's,  London,  January  19, 
1951  (no.  28),  and  November  10, 1967  (no.  i8,illus.);  in 
1977  it  was  owned  by  the  London  dealer  Mayorcas.  A 
very  similar  figure  of  Judith,  but  with  a  long  piece  of  drap- 
ery falling  from  her  head,  appears  on  a  background  of 
flowers  and  birds  at  Sudeley  Castle,2  owned  by  Mrs.  Dent- 
Brocklehurst.  The  two  figures  of  the  Victoria  and  Albert 
Museum  version  are  found  on  a  long  cushion  cover  owned 
by  the  parish  church  of  Sleaford,  Lincolnshire;  the  figures 
stand  under  an  arch,  with  a  landscape  background  (not 
the  same  as  that  of  121)  surrounded  by  flowers.3 

PUBLICATION 

Wingfield  Digby,  George.  Victoria  and  Albert  Museum,  The 
Tapestry  Collection:  Medieval  and  Renaissance.  London, 
1980,  p.  79.  Mentioned. 


NOTES 

1.  Wingfield  Digby,  Victoria  and  Albert  Museum,  no.  71b.  Called 
second  half  of  the  sixteenth  century. 

2.  Arthur  Oswald,  "Sudeley  Castle,  Gloucestershire — III:  The  Seat  of 
Major  J.  H.  Dent-Brocklehurst,"  Country  Life  88  (December  7, 
1940)  p.  501,  fig.  4;  Donald  King,  "Textiles,"  in  The  Tudor  Period 
1500— 1603,  Connoisseur  Period  Guide  (London,  1956)  pi.  55b. 

3.  A  Loan  Exhibition  Depicting  the  Reign  of  Queen  Elizabeth,  22 
and  23  Grosvenor  Place,  exh.  cat.  (London,  1933)  no.  320,  illus. 
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122  The  Circumcision 

Cushion  cover 


English  (probably  Barcheston);  woven  in  the  early  seven- 
teenth century,  probably  by  Francis  Hickes  (c. 
1 566— 1630),  on  the  Sheldon  looms. 

Wool,  silk,  and  silver  and  silver-gilt  thread. 

2  ft.  V2  in.  x  3  ft.  3  V4  in.  (62  cm  x  1  m). 

20-21  warps  per  inch,  8  per  centimeter. 

Gift  of  Irwin  Untermyer,  1964  (64.101.1z81). 

DESCRIPTION 

The  Circumcision  is  shown  taking  place  in  a  room.  The 
nude  Christ  Child  lies  on  a  large  dull  yellow,  brown,  and 
silver  support,  covered  by  a  pale  yellow  and  silver  cloth. 
He  is  held  by  a  man  in  red  and  dark  blue.  The  priest 
performing  the  operation  has  a  red  and  blue  cap,  a  short 
blue  jacket,  red  sleeves,  a  red  robe  with  bells  at  the  hem, 
and  a  blue  underskirt.  He  is  seated  on  a  folding  chair  with 
a  pale  blue  back  and  a  green  cushion.  The  Virgin,  in  blue 
and  silver,  with  a  white  headdress  and  yellow  skirt,  stands 
on  the  left.  Behind  her  is  another  woman  in  pale  yellow 
and  red.  The  head  of  a  man  with  a  tall  yellow  hat  appears 
on  the  right  and  two  other  men  in  green  and  red  are  seen  to 
the  waist  behind  the  priest.  An  attendant  on  the  right 
wears  a  dull  pink  dalmatic-like  garment  with  a  red  under- 
skirt and  holds  a  large  black  and  silver  book. 

In  the  background  on  the  left  under  a  blue  and  silver 
arch  is  a  distant  landscape  with  a  pale  yellow  sky  and 
buildings  and  fields  in  shades  of  blue  and  green.  On  the  far 
right  is  a  red  curtain  with  a  green  and  yellow  valance  with 
tassels  over  a  blue  structure;  the  wall  behind  it  is  red.  The 
foreground  is  yellow  with  a  row  of  small  blue-green 
plants.  The  scene  is  framed  by  variegated  columns  in  blue, 
red,  yellow,  and  silver,  standing  on  blue  bases  with  red 
panels;  the  Corinthian  capitals  are  red  and  silver.  They 
support  an  arch  in  dull  yellow  with  a  red  and  silver  pat- 
tern. The  area  surrounding  the  central  scene  has  a  dark 
blue-green  background  covered  with  flowers  and  foliage 
in  yellow,  green,  red,  white,  blue,  and  silver.  On  the  left  is 
a  brown  and  silver  bird  with  a  blue  head  and  a  yellow 
crest;  on  the  right  a  blue  and  silver  peacock  with  a  red 
wing.  Among  the  plants,  pinks,  honeysuckles,  daffodils, 


cornflowers,  pansies,  and  strawberries  can  be  distin- 
guished. 

The  border  has  a  yellow  silk  ground.  In  the  upper  left 
corner,  under  an  arch,  is  a  standing  woman  in  blue,  yel- 
low, red,  and  silver  with  three  nude  children  in  a  land- 
scape. The  yellow  sky  is  inscribed  in  black:  charitas.  In 
the  upper  right  corner  a  similar  figure  (Justice)  holds  a 
large  sword  and  a  pair  of  scales.  In  the  lower  left  corner  a 
woman  seated  in  a  chariot  with  two  wheels  and  green 
drapery  wears  a  blue  and  silver  skirt  and  has  a  wreath  of 
silver  ears  of  wheat;  she  holds  similar  ears  in  both  hands. 
To  the  left  of  her  is  inscribed  in  black:  ceres.  In  the  lower 
right  corner  a  similar  woman  in  red,  yellow,  and  silver 
holds  a  red  apple  and  a  green  pear.  On  either  side  of  her 
head  is  inscribed  in  black:  pomana. 

Six  medallions  in  the  borders  have  female  heads  on  blue 
grounds  spotted  with  metal  thread;  the  frames  of  the  me- 
dallions in  the  lower  border  are  red,  the  others  white. 
Above  the  medallion  on  each  side  border  is  a  blue,  red, 
yellow,  and  silver  two-handled  vase,  filled  with  leaves  and 
flowers,  and  below  is  a  basket  filled  with  fruit.  The  upper 
border  has  a  blue  dish  on  a  low  foot,  filled  with  fruit,  in  the 
center;  two  similar  dishes  are  seen  in  the  lower  border. 
Some  rudimentary  strapwork  and  more  fruit,  leaves,  and 
flowers  fill  the  interstices.  The  guards  are  blue.  Silk  and 
metal  thread  are  lavishly  used  throughout.  The  figures  are 
outlined  in  black. 

CONDITION 

The  silver  thread  has  blackened  and  there  are  numerous 
small  areas  of  repair,  especially  in  the  silk  passages. 

SUBJECT 

The  Circumcision  of  Christ  is  mentioned  in  Luke  2:21. 
The  representation  of  two  Virtues,  one  Theological  (Char- 
ity), the  other  Cardinal  (Justice),  is  appropriate,  but  Ceres 
and  Pomona  have  no  connection  with  the  main  scene. 
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SOURCE  OF  THE  DESIGN 

The  figures  of  Charity  and  Justice  are  taken  from  en- 
gravings after  Martin  de  Vos  by  Crispin  de  Passe.1 

MANUFACTURE  AND  DATE 

The  style  is  similar  to  that  of  Sheldon  tapestries  made 
early  in  the  seventeenth  century.2 

RELATED  TAPESTRIES 

Similar  figures  of  Charity  arid  Justice  are  found  as  the 
main  subjects  on  a  pair  of  cushions  sold  at  the  American 
Art  Association,  New  York,  April  26-30, 1927  (nos.  995, 
996,  illus.),  and  on  cushions  in  the  Lady  Lever  Art  Gallery, 
Port  Sunlight.  Charity  alone  appears  on  cushions  in  the 
Burrell  Collection,  Glasgow,  and  in  the  Royal  Scottish 
Museum,  Edinburgh.3  Similar  flowers  and  birds  were  used 


for  the  background  of  a  cushion  with  the  Sacheverell  arms 
and  another  with  Judith  in  the  Victoria  and  Albert  Mu- 
seum, as  well  as  for  the  Virtues  cushions  in  Edinburgh.4 


HISTORY 

Said  to  have  been  in  the  Ikle  collection,  Saint  Gallen,  Switzer- 
land, and  to  have  been  owned  by  the  Kent  Gallery  and  the 
Spanish  Art  Gallery,  London,  before  193 4. 5 

In  the  collection  of  Irwin  Untermyer,  New  York,  1953. 

Given  to  the  MM  A  by  Irwin  Untermyer,  1964. 


EXHIBITION 

New  York,  MMA,  1977.  Highlights  of  the  Untermyer  Collec- 
tion, no.  347.  Dated  late  sixteenth-early  seventeenth  century. 
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PUBLICATIONS 

Gobel.  Wandteppiche  III,  vol.  2,  pp.  167,  308  n.  64,  pi.  127. 
Dated  about  1605. 

Hackenbroch,  Yvonne.  English  and  Other  Needlework,  Tapes- 
tries and  Textiles  in  the  Irwin  Untermyer  Collection.  Cam- 
bridge, Mass.,  i960,  pp.  xxii,  14,  pi.  19  fig.  31.  Dated  1575- 
1600.  Charity  and  Justice  said  to  be  from  engravings  by 
Adriaen  Collaert  after  Martin  de  Vos;  Ceres  and  Pomona, 
patrons  of  the  protection  of  fruits  and  flowers,  as  on  the  title 
page  of  The  Herball  by  John  Gerard,  London,  163  3 . 

NOTES 

1.  Hackenbroch,  English  and  Other  Needlework,  p.  lxxvii,  In.  figs. 
101, 102. 

2.  E.  A.  B.  Barnard  and  A.  J.  B.  Wace,  "The  Sheldon  Tapestry  Weav- 
ers and  Their  Work,"  Archaeologia  78  (1928)  pp.  308—11.  Ar- 
cading  and  a  "rich  floral  ground"  are  said  to  be  characteristic  of  the 
second  group  of  Sheldon  tapestries  made  after  1603. 

3.  Barnard  and  Wace,  "Sheldon  Tapestry  Weavers,"  pp.  296,  297, 
pis.  XLVII,  XLVIII,  L,  LI. 

4.  Barnard  and  Wace,  "Sheldon  Tapestry  Weavers,"  pis.  xlviii  fig.  1, 
lii  fig.  1,  LI. 

5.  Gobel,  Wandteppiche  III,  vol.  2,  pp.  167,  308.  It  was  not  included 
in  the  Leopold  Ikle  sale,  Zurich,  1923. 
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123  The  Sacrifice  of  Isaac 


English;  woven  in  the  early  seventeenth  century  on  the 

Sheldon  looms. 
Silk,  wool,  and  silver  thread. 
8V2  in.  x  1  i3A  in.  (22  cm  x  30  cm). 
27-29  warps  per  inch,  12  per  centimeter. 
Gift  of  Irwin  Untermyer,  1964  (64.101. 1282). 

DESCRIPTION 

Abraham,  wearing  a  pink  hat  and  robe,  with  a  yellow 
hem,  and  a  blue  cloak  with  a  pink-spotted  silver  border, 
raises  a  blue  sword  and  places  one  hand  on  the  head  of  his 
son.  Isaac,  in  yellow  with  pink  leg  coverings,  kneels  on  a 
blue  slab;  his  wrists  are  tied  with  a  brown  rope.  In  the 
upper  right  corner,  the  angel,  in  pink  with  pink,  red,  blue, 
and  silver  wings,  appears  above  blue  clouds  against  a  yel- 


low background.  On  the  left  is  the  white  ram,  partly  seen 
between  vine  branches  bearing  purple  grapes  and  pink 
flowers.  In  the  middle  distance  on  the  right  is  a  servant  in 
pink  and  yellow,  holding  a  long  stick  and  leaning  on  a 
white  ass  with  a  blue  saddle  and  pink  rein.  In  the  lower 
right  corner  is  a  blue  two-handled  vase  with  smoke  pour- 
ing from  it. 

The  vine  on  the  left  twists  around  a  chestnut  tree  with  a 
red  and  brown  trunk  and  green  and  yellow  leaves.  At  the 
foot  of  the  tree  is  a  hillock  covered  with  green  and  yellow 
grass  and  pink,  blue,  and  white  flowers.  The  sky  is  blue, 
pink,  yellow,  and  white;  a  blue  building  is  seen  in  the 
distance  between  Abraham's  arm  and  the  tree.  There  are 
green  and  yellow  trees  behind  the  boy  with  the  ass  and 
silver  rays  extend  from  the  angel's  clouds.  The  ground  is 
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yellow  and  green;  there  is  a  plant  with  pink  flowers  in  the 
lower  right  corner.  A  carrying  case  with  a  strap  is  seen  by 
Abraham's  foot. 

The  upper  and  lower  borders  are  in  silver  thread,  in- 
scribed in  brown: 

HAVE  *  A  •  STRONGE  *  FAITH  •  IN  *  GOD  *  ONELY 
NOT  •  THIS  •  BVT  *  THY  •  GOOD  ■  WILL  • 

The  vertical  borders  have  green  grounds,  with  a  seated 
brown  and  silver  animal  in  the  center  of  each.  Pink  and 
yellow  flowers  with  silver  stalks  are  seen  on  either  side. 
The  guards  are  striped  pale  pink  and  blue. 

The  tapestry  is  almost  entirely  in  silk  on  wool  warps 
with  extensive  use  of  metal  thread. 


CONDITION 

The  brown  thread  is  largely  gone  from  the  lettering  in 
the  upper  border.  There  are  small  areas  of  repair,  espe- 
cially in  Abraham's  left  hand.  The  silver  thread  has 
blackened. 


SUBJECT 

The  moment  in  the  story  is  that  described  in  Genesis 
22: 10—12,  when  Abraham,  having  bound  Isaac,  "laid  him 
on  the  altar  upon  the  wood  and  .  .  .  stretched  forth  his 
hand  and  took  the  knife  to  slay  his  son."  The  angel  of  the 
Lord  is  seen  in  heaven,  telling  Abraham  not  to  kill  his  son; 
on  the  left  is  the  sacrificial  ram  "caught  in  a  thicket  by  his 
horns."  The  fire  is  mentioned  as  on  hand;  there  should  be 
two  young  men  with  the  ass  in  the  distance  (verses  3,5). 
That  the  thicket  is  a  grapevine  may  be  a  symbol  of  the 
Eucharist;  the  inscription,  though  its  exact  meaning  is  not 
clear,  seems  to  refer  to  Christ's  words  in  Gethsemane, 
"not  my  will,  but  thine,  be  done"  (Luke  22:42). 

The  animals  in  the  borders  have  been  described  as  cats 
or  monkeys,1  or  as  lions  or  dogs.2 

SOURCE  OF  THE  DESIGN 

Several  prints  show  the  characters  and  important  fea- 
tures of  the  composition  in  much  the  same  way,  notably 
the  woodcut  by  Bernard  Salomon  illustrating  the  Qua- 
drins  historiques  de  la  Bible  (Lyon,  1 5  5 3  ).3  Isaac  kneeling 
on  a  stone  altar,  Abraham  raising  his  sword  with  one  hand 


and  placing  the  other  on  his  son,  the  angel  appearing  in  the 
clouds,  the  half-seen  ram  to  one  side,  and  the  smoking 
vase  are  all  in  this  woodcut.  A  reversed  copy  of  1 5  5  5  by 
Cornelis  Bos  is  even  closer  to  1 23 ,  as  the  vase  has  handles.4 
But  in  the  Bos  the  ass  in  the  distance  is  seen  from  the  rear 
and  there  are  two  men  with  it.  No  exact  prototype  has 
been  identified. 

MANUFACTURE  AND  DATE 

The  style  is  that  of  Sheldon  tapestries  made  in  the  early 
seventeenth  century.5 

RELATED  TAPESTRIES 

An  almost  exact  replica  was  sold  at  Sotheby's,  London, 
March  4,  1927  (no.  76),  and  belonged  to  the  duke  of 
Rutland  in  1940.6  One  plant  in  the  lower  right  corner  has 
only  six  flowers.  Another  version  of  the  scene,  with  many 
differences  in  detail  and  another  border,  was  in  the  S.  R. 
Vereker  collection,  Newcastle,  in  1940,7  and  the  same 
subject,  with  a  different  composition,  framed  by  an  arch 
like  those  of  120,  is  in  the  Burrell  Collection,  Glasgow.8  A 
Flight  into  Egypt  in  the  Victoria  and  Albert  Museum  is  the 
same  size  as  123  and  has  a  similarly  placed  Latin  inscrip- 
tion.9 

HISTORY 

Sold  at  Christie's,  London,  July  31,  1928,  no.  44.  Bought  by 
Smith. 

In  the  collection  of  Colonel  Henry  Howard,  Kidderminster, 
before  1929.  Sold  after  his  death  at  Sotheby's,  London,  May 
11, 1934,  no.  159,  color  illus.  Bought  by  Benjamin. 

In  the  collection  of  Irwin  Untermyer,  New  York,  1934. 

Given  to  the  MMA  by  Irwin  Untermyer,  1964. 

EXHIBITIONS 

London,  Lansdowne  House,  1929.  English  Decorative  Art,  cat. 
no.  50.  Lent  by  Colonel  H.  Howard.  Called  early  seventeenth 
century. 

Hartford,  Wadsworth  Atheneum,  and  Baltimore  Museum  of 
Art,  1951—52.2000  Years  of  Tapestry  Weaving,  cat.  no.  106, 
pi.  xii.  Lent  by  Irwin  Untermyer.  Called  last  quarter  sixteenth 
century. 

New  York,  MMA,  1977.  Highlights  of  the  Untermyer  Collec- 
tion, cat.  no.  347.  Dated  1 575-1600. 
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PUBLICATIONS 

Kendrick,  A.  F.  "An  English  Tapestry  Panel:  The  Sacrifice  of 
Isaac,"  Burlington  Magazine  53  (1928)  pp.  287,  288,  pi.  1, 
color.  As  owned  by  Colonel  Howard,  Stone,  near  Kidder- 
minster. Called  Elizabethan.  Associated  with  the  Flight  into 
Egypt  and  Christ  and  the  Woman  of  Samaria  panels  in  the 
Victoria  and  Albert  Museum.  Said  to  have  "dark  blue  sel- 
vedges, relieved  by  red  and  orange  lines." 

Barnard,  E.  A.  B.,  and  Wace,  A.  J.  B.  "The  Sheldon  Tapestry 
Weavers  and  Their  Work."  Archaeologia  78  (1928)  pp.  293, 
309.  Attributed  to  Francis  Hickes,  from  1603  onward.  Asso- 
ciated with  the  Sacrifice  of  Isaac  in  the  Rutland  collection,  the 
Adoration  of  the  Magi  owned  by  Lady  Binning,  and  the 
Flight  into  Egypt  and  Christ  and  the  Woman  of  Samaria  in 
the  Victoria  and  Albert  Museum. 

Humphreys,  John.  Elizabethan  Sheldon  Tapestries,  Oxford, 
1929,  p.  26,  pi.  xiii.  (Not  included  in  Humphreys,  "Elizabe- 
than Sheldon  Tapestries,"  Archaeologia  74  [1925]  pp.  181- 
202.) 

Gobel.  Wandteppiche  III,  vol.  2,  p.  164. 

Hackenbroch,  Yvonne.  "An  Exhibition  of  Tapestries."  Maga- 
zine of  Art  45  (1952)  p.  36,  illus.  p.  37. 

"The  Editors'  Attic:  Tapestry  in  Review."  Antiques  62  (1952) 
p.  140,  illus.  p.  136. 


Hackenbroch,  Yvonne.  English  and  Other  Needlework,  Tapes- 
tries and  Textiles  in  the  Irwin  Untermyer  Collection,  Cam- 
bridge, Mass.,  i960,  pp.  xxii,  15,  pi.  21  fig.  21,  color.  Dated 
1575— 1600.  Exhibitions,  sales,  and  references  listed. 

NOTES 

1.  Barnard  and  Wace,  "Sheldon  Tapestry  Weavers,"  p.  293. 

2.  Kendrick,  "English  Tapestry  Panel,"  p.  287. 

3.  Hackenbroch,  English  and  Other  Needlework,  p.  iv,  In.  fig.  57. 

4.  Sune  Scheie,  Cornells  Bos;  A  Study  of  the  Origins  of  the  Nether- 
landish  Grotesque  (Stockholm,  1965)  p.  114,  no.  11,  pi.  3,  no.  12. 

5.  Barnard  and  Wace,  "Sheldon  Tapestry  Weavers,"  pp.  308,  309. 
The  "barber-pole  border"  is  said  to  be  characteristic  of  the  second 
group  of  Sheldon  tapestries,  made  after  1603. 

6.  Barnard  and  Wace,  "Sheldon  Tapestry  Weavers,"  p.  293,  pi.  xli 
fig,  2. 

7.  Barnard  and  Wace,  "Sheldon  Tapestry  Weavers,"  p.  296,  pi.  xlix 
fig.  3 ;  R.  E.  [Ralph  Edwards],  "The  Role  of  Antiques  Today:  Furni- 
ture and  Tapestry  at  Hamsterley  Hall,"  Country  Life  87  (March  2, 
1940)  p.  230,  fig.  2.  Described  as  resembling  the  duke  of  Rutland's 
panel.  It  was  not  included  in  the  Mrs.  S.  L.  Vereker  sale,  Christie's, 
London,  March  13, 1953. 

8.  From  the  Rothermere  collection,  sold  at  Christie's,  London,  May 
21, 1942,  no.  66. 

9.  George  Wingfield  Digby,  Victoria  and  Albert  Museum,  The 
Tapestry  Collection:  Medieval  and  Renaissance  (London,  1980) 
no.  71c  Dated  late  sixteenth  century. 
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124  The  Horses 


Two  tapestries  from  a  set 

a  The  Destruction  of  the  Children  ofNiobe 
b  The  Seizure  of  Cassandra  by  Ajax 

English  (probably  Mortlake);  designed  by  Francis  Clein 
(15 82-165  8)  before  1637,  and  made  between  probably 
1650  and  1670  for  Henry  Mordaunt,  earl  of  Peterbor- 
ough (1623-1697). 

Manufactory  mark  on  124b. 

Wool  and  silk. 

124a  12  ft.  8  in.  x  19  ft.  4  in.  (3.86  m  x  5.89  m); 
124b  12  ft.  x  16  ft.  6  in.  {3.66  mx  5.03  m). 
16—19  warps  per  inch,  6-7  per  centimeter. 
1 24a  Gift  of  Christian  A.  Zabriskie,  1936(36.149.1); 
124b  Gift  of  Christian  A.  Zabriskie,  1937(37.85). 

DESCRIPTION 

Both  pieces  have  the  same  border,  with,  in  the  upper 
center,  the  arms  in  red,  white,  yellow,  brown,  and  blue,  of 
the  second  earl  of  Peterborough  and  his  wife,  Penelope 
O'Brien,  daughter  of  the  earl  of  Thomond,  surmounted  by 
a  yellow  earl's  coronet  with  red  and  blue  gems.  The 
ground  of  all  the  borders  is  very  dark  blue,  with  bands  of 
yellow-gray  and  pink  or  brown  at  the  sides.  An  oval  me- 
dallion in  each  vertical  border  shows  two  riders  in  red, 
yellow,  and  blue  on  gray  and  brown  horses  in  a  blue,  gray, 
yellow,  and  green  landscape.  The  medallions  are  set  in 
yellow-gray,  pink,  and  brown  scrolling  frames  with  a  yel- 
low and  pale  gray  cockleshell  below.  An  oblong  medallion 
in  each  lower  border  has  a  falling  gray  horse  with  a  rider  in 
red  and  blue,  set  in  a  brown,  gray,  and  yellow  frame. 

The  vertical  borders  have,  above  the  medallions,  two 
gray  and  pale  yellow  cornucopias  tied  with  red  ribbons 
and  filled  with  red,  yellow,  and  green  fruit  and  leaves,  with 
swags  of  red  and  yellow  drapery.  Below  each  medallion  is 
a  pale  yellow  and  gray  herm  with  a  blue  cushion  on  its 
head  and  pink  or  red  and  yellow  drapery,  standing  on  a 
yellow-gray  and  blue  pedestal.  Below  these  is  an  oblong  in 
yellow  and  blue,  or  dark  gray  and  blue  (missing  on  the 
right  side  of  124b  and  distorted  by  an  introduced  patch  on 
the  right  side  of  1 24a) .  The  horizontal  borders  have  scrolls 
with  leaves,  flowers,  and  fruit  in  cream,  red,  blue,  yellow, 
gray,  and  brown.  Pomegranates  with  red  seeds,  red  grapes, 


red-spotted  yellow  tulips,  apples,  and  pears  can  be  dis- 
tinguished. The  guards,  preserved  only  at  the  sides,  are 
dark  blue,  with  the  Mortlake  mark,  a  red  cross  on  a  white 
shield,  on  the  right  of  124b. 

SUBJECT 

The  function  of  all  the  tapestries  of  this  series  is  to  show 
one  or  more  splendid  horses  of  the  type  known  as  "Great 
Horses."  These  had  been  developed  in  medieval  times  as 
warhorses,  strong  enough  to  carry  a  man  in  armor  while 
wearing  armor  themselves,  but  were  beginning  to  die  out 
in  the  early  seventeenth  century;  they  were  usually  black 
and  were  the  ancestors  of  the  modern  Shire  cart  horse.1 
Each  tapestry,  however,  also  represents  a  scene  taken 
from  classical  myth.  The  Destruction  ofNiobe's  Children, 
Perseus  and  Andromeda,  and  Meleager,  shown  on  horse- 
back with  the  head  of  the  Caledonian  boar  on  his  spear, 
can  be  identified  without  difficulty.  A  fourth  tapestry,  pre- 
viously called  Penelope  Saying  Farewell  to  Ulysses  or 
Adromache  and  Hector,  has  been  recognized  to  represent 
Circe  about  to  change  Picus  into  a  woodpecker.2  The  fifth 
subject  is  known  from  two  tapestries,  each  containing  a 
portion  of  the  design,  which  have  been  called  Helen 
Watching  the  Departure  of  Paris  or  the  Desertion  of 
Ariadne,  and  Achilles  before  Troy,3  it  actually  represents 
Scylla  falling  in  love  with  Minos  while  he  was  besieging 
her  father's  city,  Megara.  All  these  subjects  are  taken  from 
Ovid's  Metamorphoses-,  Niobe's  Children,  Circe  and 
Picus,  and  Scylla  and  Minos  are  among  the  stories  illus- 
trated in  prints  after  Francis  Clein  for  an  English  edition  of 
1632,  translated  by  George  Sandys.  The  subject  of  1 24b  is 
less  certain,  but  the  seizure  of  Cassandra  is  mentioned  in 
passing  by  Ovid  and  a  footnote  in  the  Sandys  edition  men- 
tions that  she  was  ravished  by  Ajax.4  The  series  may  have 
been  of  eight  subjects,  but  the  two  others  are  not  known. 

SOURCE  OF  THE  DESIGNS 

The  attribution  to  Francis  Clein  is  established  by  a  letter 
from  Sir  Sackville  Crow,  director  of  the  Mortlake  manu- 
factory from  1662  to  1667,  dated  May  7, 1660.  Crow  lists 
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the  Hero  and  Leander  series  as  "a  very  good  patterne 
made  by  Dr.  Clyne"  and  continues:  'The  Horses,  also,  are 
by  Clyne,  the  figures  noble  enough,  but  the  rest  of  the 
designe  not  soe  excellent."5  As  a  set  of  the  Horses  was  sold 
to  the  king  in  June  1637,  when  he  bought  the  manufactory, 
the  designs  must  have  been  made  before  this  date.6  They 
are  included  as  "Six  peeces  of  the  Horses"  among  the 
"Designes  at  Mortlack  for  makeing  of  Tapistrey  hanginge 
reserved  from  Sale  by  order  of  Parliamt  dated  ye  10th  of 
October  165 1,"  a  list  which  is  annotated  "All  ye  designes 
are  now  remaining  at  Mortlack";  the  Horses  were  ap- 
praised at  £40,  higher  than  any  other  designs  except  "Eight 
very  good  peeces  of  ye  Apostles"  at  £8o.7 


MANUFACTURE  AND  DATE 

The  mark  on  1 24b  indicates  an  English  origin  and  prob- 
ably Mortlake  as  the  manufactory,  though  the  mark  was 
used  by  other  workshops.  Lord  Peterborough  was  mar- 
ried in  1644;  he  was  active  in  the  Civil  War  and  went  into 
exile  when  the  royalist  cause  was  defeated.  He  returned 
after  1649  and  is  known  to  have  made  improvements  at 
Drayton  House  in  the  1 650s.8  If  the  set  was  made  at  Mort- 
lake, a  date  after  1670  is  unlikely,  as  the  factory  was  then 
moribund  and  most  English  tapestries  of  the  period  came 
from  small  London  workshops.9 


RELATED  TAPESTRIES 

The  four  other  known  pieces  of  the  set  are  at  Drayton 
House,  Northamptonshire,  owned  by  Lionel  Stopford 
Sackville;10  they  are  Perseus  and  Andromeda11  Melea- 
ger12  Scylla  and  Minos  (in  two  parts),13  and  Circe  and 
Picus14  A  set  of  three  is  at  Easton  Neston,  Northampton- 
shire, owned  by  Lady  Hesketh;  they  are  Niobe's  Chil- 
dren,15 Meleager16  and  Cassandra  and  Ajax.  Individual 
pieces  include  what  is  probably  a  Cassandra  and  Ajax  sold 
at  Christie's,  London,  March  18, 1897  (called  the  Rape  of 
Helen)  with  the  cipher  and  feather  of  Charles  II  as  Prince 
of  Wales,  and  so  presumably  made  before  the  beginning  of 
the  Civil  War  in  1642.  The  horseman  on  the  left  of 
Niobe's  Children  appears  on  a  tapestry  at  Hopetoun 
House,  West  Lothian,  owned  by  the  marquess  of  Linlith- 
gow, with  another  piece  from  the  series,  and  another 
Niobe's  Children  is  at  Stapleford  Park,  Leicestershire, 
owned  by  Lord  Gretton.  The  latter  is  a  companion  piece 


to  a  Cassandra  and  Ajax  in  the  Victoria  and  Albert  Mu- 
seum (see  124b). 

In  the  inventories  of  Charles  I's  goods  made  between 
1649  and  165 1  are  entries  for  "Eight  peeces  of  the  horses 
Cont  567  ells"  and  "One  peece  of  Tapistry  of  the  horses 
cont  72  ells  at  three  pounds  the  ell  &  is  Suitable  to  7  other 
peeces  at  ye  Councell  of  State."  One  set  containing  eight 
pieces  was  sold  to  John  Jackson,  a  lawyer,  on  October  23, 
1651,  for  £1701. 17 

Another  series  showing  large  horses  is  known  as  Horse- 
manships the  designs  are  derived  from  the  illustrations  to  a 
book  on  equitation  by  the  duke  of  Newcastle,  printed  in 
Antwerp  in  1658.  This  was  formerly  believed  to  be  Eng- 
lish,18 but  is  now  known  to  have  been  made  by  Michel 
Wauters  in  Antwerp  for  the  English  market.19  The  com- 
positions are  not  related  to  those  of  the  Horses. 

Very  similar  vertical  borders  are  found  on  a  Mortlake 
series  of  the  Five  Senses;  the  subjects  in  the  medallions 
differ.  An  example  of  Smell  was  sold  at  Parke-Bernet,  New 
York,  February  18,  19,  1944  (no.  415,  illus.).20  A  Stag 
Hunt  at  Berkeley  Castle  also  has  a  similar  border.21 


HISTORY 

Made  for  the  second  earl  of  Peterborough  and  preserved  at  his 
seat,  Drayton  House,  Northamptonshire.  The  house  and 
contents  were  inherited  in  1697  by  his  daughter  the  duchess 
of  Norfolk,  who  was  divorced  in  1700  and  married  Sir  John 
Germaine.  She  died  in  1705,  leaving  Drayton  to  him.  He  then 
married  a  daughter  of  the  earl  of  Berkeley  and  died  in  171 8. 
His  widow  died  in  1769,  leaving  Drayton  to  Lord  George 
Sackville,  whose  son  succeeded  him  in  1785  and  became  the 
duke  of  Dorset  in  1815.  The  duke  left  it  to  his  niece,  Mrs. 
William  Bruce  Stopford,  in  1848.  She  died  in  1908,  leaving  it 
to  her  son,  Colonel  S.  G.  Stopford  Sackville;  he  died  in  1926. 

Sold  at  Christie's,  London,  March  11, 1920,  no.  no.  Described 
as  the  Seizure  of  Cassandra  and  the  Death  of  the  Children  of 
Niobe,  with  the  arms  of  the  second  earl  of  Peterborough  and 
his  wife,  made  by  W.  Benood  at  Lambeth  in  the  seventeenth 
century.  Bought  by  Souhami. 

Sold,  Georges  Spetz  collection,  American  Art  Galleries,  New 
York,  January  14-17,  1925,  nos.  836,  837,  illus.  (both). 
Called  Rape  of  the  Sabine  Women  and  Slaying  of  Niobe's 
Children,  attributed  to  the  workshop  of  Francis  Poyntz  at 
Hatton  Garden,  London. 

Owned  by  Dalva  Brothers,  New  York,  1936. 

Given  to  the  MMA  by  Christian  A.  Zabriskie,  1936  [124a], 
1937  [124b]. 
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EXHIBITION 

Birmingham,  England,  City  of  Birmingham  Museum  and  Art 
Gallery,  195 1.  Exhibition  of  English  Tapestries,  cat.  nos.  29, 
30.  With  Circe  and  Picus  (called  Penelope  Taking  Farewell  of 
Ulysses,  no.  28)  of  the  same  set  lent  by  Colonel  Stopford 
Sackville,  one  of  five  said  to  be  still  at  Drayton.  Lord  Hesketh's 
set  at  Easton  Neston  mentioned.  Attributed  to  Mortlake, 
dated  1653-60. 


PUBLICATIONS 

Tipping,  H.  Avray.  "Drayton  House,  Northamptonshire:  The 
Seat  of  Col.  Stopford  Sackville."  Country  Life  31  (19 12):  pt. 
1  (June  15)  p.  906,  illus.  (State  Bedroom  with  part  of  Scylla 
and  Minos  visible  on  wall);  pt.  2  (June  22)  pp.  934,  936.  Set 
mentioned  as  made  for  the  second  earl  of  Peterborough,  with 
arms  impaling  his  wife's;  Perseus  and  Andromeda  named. 

Tipping,  H.  Avary.  English  Homes:  Period  IV — Vol.  1,  Late 
Stuart,  1649— 1J14.  London,  1920,  pp.  264,  266.  Set  men- 
tioned as  presumably  Mortlake. 

Hunter.  Practical  Book  of  Tapestries,  p.  224.  Mentioned  as  in 
the  Spetz  sale;  124b  called  a  duplicate  of  the  piece  in  the 
Victoria  and  Albert  Museum,  the  Elopement  of  Helen  of 
Troy,  from  a  set  of  Classic  Scenes  made  at  Lambeth,  "re- 
drawn from  some  Gothic  version." 

Marillier,  H.  C.  "The  Mortlake  Horses."  Burlington  Magazine 
50  (1927)  pp.  13, 14,  pis.  a  [124b],  b  [124a].  Series  identified 
as  the  Mortlake  Horses,  designed  by  Francis  Clein  before 
1637;  124  noted  as  sold  at  Christie's  in  1920,  and  as  in  the 
Spetz  sale,  New  York,  1925;  five  pieces  said  to  be  still  at 
Drayton  House;  124b  called  Ajax  and  Cassandra. 

Thomson,  W.  G.  A  History  of  Tapestry.  Rev.  ed.  London,  1930, 
p.  360.  Mentioned  as  a  pair  of  Lambeth  tapestries  sold  at 
Christie's,  1920.  Repeated  without  change  in  3rd.  ed.,  1973. 

Gobel.  Wandteppiche  III,  vol.  2,  p.  177.  Set  mentioned,  124 
noted  as  in  the  Spetz  sale,  1925;  said  to  be  probably 
Mortlake. 

"Dalva  Brothers  Show  Tapestries  of  Rare  Interest."  Art  News, 
January  4, 1936,  p.  13,  cover,  both  illus. 

MMA  Annual  Report  193  6,  p.  24. 124a  mentioned  as  Mortlake 
tapestry  designed  by  Francis  Clein  in  the  middle  of  the  seven- 
teenth century  or  shortly  thereafter. 

MMA  Annual  Report  193  7,  p.  28.  Mentioned;  1 24b  called  The 
Seizure  of  Cassandra  by  Agamemnon. 

Phillips,  John  Goldsmith.  "The  Gift  of  a  Mortlake  Tapestry." 
MMA  Bulletin  32  (1937)  pp.  27—30,  186,  187,  both  illus. 
Said  to  be  from  a  set  of  eight  Mortlake  tapestries  called  the 
Royal  Horses,  made  for  the  earl  of  Peterborough,  1660—80; 
designs  related  to  Francis  Clein's  illustrations  for  John 


Ogilby's  Virgil  (first  published  in  1654)  and  Antonio  Tem- 
pesta's  illustrations  for  Ovid's  Metamorphoses  (first  published 
in  1606).  124b  called  the  Seizure  of  Cassandra  by  Agamem- 
non, though  it  could  possibly  represent  her  with  Ajax; 
Mortlake  mark  in  border  noted. 

Lane,  James  W.  "Notes  from  New  York."  Apollo  26  (1937)  pp. 
227,  228,  illus.  [124b]. 

Taylor,  S.  W.  "  The  Forward  Seat'  in  Greek  Mythology  and 
Ancient  Art."  The  Rider  and  Driver  91,  no.  11  (March  1937) 
p.  5,  illus.  cover  [124a]. 

Wingfield  Digby,  George.  "Some  Important  English  Tapestries 
Exhibited  at  Birmingham  in  1951."  Connoisseur  129  (1951) 
p.  13,  fig.  8  [124a]. 

Hackenbroch,  Yvonne.  "An  Exhibition  of  Tapestries."  Maga- 
zine of  Art  4  5  (1952)  p.  37,  illus.  [124a]. 

Jones,  Mary  Eirwen.  British  and  American  Tapestries.  Had- 
leigh,  Essex,  1952,  p.  76,  illus.  [124a]. 

Standen,  Edith  A.  "Studies  in  the  History  of  Tapestry  1520- 
1790:  IV.  Baroque  and  Regence."  Apollo  114  (198 1)  p.  35, 
fig.  7  [124a]. 


124a  The  Destruction  of  the 
Children  ofNiobe 

DESCRIPTION 

Two  of  Niobe's  sons  are  on  horseback.  The  one  on  the 
left,  whose  brown  horse  has  yellow-gray  harness  with  dull 
red  and  blue  ornamentation,  wears  a  red  and  yellow 
cloak,  yellow  classical  armor,  a  yellow-gray  skirt,  and 
gray,  blue,  and  red  sandals.  He  has  a  red  and  yellow  sword 
in  a  brown  sheath  at  his  side.  The  other  rides  a  pale  brown 
horse  and  wears  a  blue  cloak  over  yellow,  red,  and  blue 
armor,  and  a  red  and  yellow  plumed  helmet.  Both  horses 
have  blue  and  white  shoes.  In  the  sky  on  the  left  is  Apollo, 
nude  except  for  pale  blue  drapery,  shooting  his  arrows, 
and  in  the  center  is  Diana  in  pale  yellow. 

On  the  left  behind  the  main  figures  are  two  more  sons 
on  foot,  one  with  a  rearing  gray-brown  horse,  the  other 
holding  out  his  shield,  with  a  brown  horse  fallen  beside 
him.  Another  son  lies  prone  on  the  ground,  and  one,  with 
an  arrow  in  his  throat,  supine;  they  are  dressed  in  gray, 
blue,  dull  yellow,  and  dull  red.  On  the  right,  Niobe, 
crowned  and  wearing  a  yellow  dress  and  red  cloak,  holds 
one  of  her  daughters;  the  latter  is  in  a  yellow  dress  deco- 


702 


rated  with  red,  white,  and  green  flower  sprays.  The  bodies 
of  three  other  daughters  in  pale  yellow  and  dull  red  lie  on 
the  ground;  one  has  red  and  blue  ribbons  in  her  hair  and 
a  blue  skirt  ornamented  in  dull  yellow.  Another  dead 
daughter  is  seen  under  the  brown  horse;  she  has  a  gray 
dress  and  a  blue  cloak.  In  all,  seven  sons,  but  only  five 
daughters,  are  shown. 

In  the  distance  in  the  center  are  some  buildings  and,  on 
the  right,  a  landscape  of  low  hills  and  trees  in  shades  of 
pale  yellow,  green,  gray,  and  brown.  The  sky  is  blue  at  the 
top  on  the  right,  yellow-gray  below,  with  yellow  and  yel- 
low-gray clouds  and  sunbursts  around  Apollo  and  Diana. 
The  foreground  is  in  shades  of  brown,  gray,  green,  and 


yellow,  with  some  dark  blue-green  and  pale  yellow  plants; 
there  is  a  red  poppy  on  the  left. 


CONDITION 

A  number  of  large  and  small  inserted  patches  are  visible, 
especially  on  the  right,  in  the  sky  and  the  foreground;  at 
least  one  has  been  painted  to  match  the  adjacent  fabric. 
Others  are  seen  at  the  top  of  the  coronet,  where  it  extends 
into  the  modern  guard,  and  elsewhere  on  the  upper  bor- 
der. Bare  warps  are  noticeable  in  dark  passages,  especially 
on  the  horses.  There  are  many  small  holes,  some  repaired, 
in  the  upper  half. 
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SUBJECT 

Niobe  induced  the  people  of  Thebes  to  break  off  their 
sacrifice  to  Latona,  because  she  had  seven  sons  and  seven 
daughters  and  Latona  had  only  Apollo  and  Diana.  The 
god  and  goddess,  at  their  mother's  request,  thereupon 
killed  all  Niobe's  children  with  arrows. 

SOURCE  OF  THE  DESIGN 

The  horse  on  the  left,  Apollo  and  Diana,  and  Niobe 
with  the  daughter  on  her  lap  are  close  to  the  comparable 
figures  in  Clein's  illustration  to  the  sixth  book  of  Ovid, 
which  includes  the  story  of  Niobe.22  The  horse  on  the 
right  is  taken  from  Antonio  Tempesta's  Aetas  Ferrea,  an 
illustration  for  an  edition  of  Ovid's  Metamorphoses  that 
was  first  published  in  Antwerp  in  1606. 

RELATED  TAPESTRIES 

The  figure  on  the  left  and  Apollo  above  are  seen  com- 
bined with  Circe  and  Picus  in  a  tapestry  at  Hopetoun 
House,  West  Lothian,  owned  by  the  marquess  of  Linlith- 
gow. The  Niobe  at  Stapleford  Park,  owned  by  Colonel 
Gretton,  is  a  companion  piece  to  the  Cassandra  in  the 
Victoria  and  Albert  Museum  which  was  made  at  Lam- 
beth. The  example  at  Easton  Neston  has  the  same  border 
as  124,  except  that  the  coat  of  arms  is  replaced  by  an 
ablong  medallion  with  the  same  two  riders  that  appear  on 
the  side  borders. 


1 24b  The  Seizure  of  Cassandra 
by  Ajax 

DESCRIPTION 

A  warrior,  with  a  blue  and  pale  yellow  helmet  and  blue 
and  green  armor  with  a  red  band  at  the  edge  of  his  sleeve, 
sits  on  a  cream  and  gray  horse  with  red  and  yellow  be- 
jeweled  harness.  He  holds  in  his  arms  a  struggling  woman, 
who  wears  a  gray  and  brown  dress  decorated  in  pale  yel- 
low, with  red  gems.  She  has  a  pearl  necklace  and  red  and 
blue  jewels,  with  a  red  and  yellow  crown,  and  blue  sandals 
with  red  gems  in  yellow  settings.  A  man  in  a  yellow-gray 
cap,  red  armor  with  yellow  straps,  a  blue  skirt,  and  yellow 


and  dull  red  sandals,  lifts  her  by  the  feet.  A  sword  with  a 
blue  and  white  lion-head  hilt  and  a  brown  scabbard  hangs 
at  his  side.  The  horse  is  held  by  a  young  man  in  blue,  with 
red  leg  coverings  and  a  gray,  blue,  and  brown  shield  on  his 
arm.  At  the  left  are  two  men  on  gray  horses  with  red  and 
yellow  harnesses.  The  fair-haired  one  in  front  has  red, 
blue,  and  pale  brown  plumes  in  a  blue  and  yellow  helmet 
with  a  dragon  on  it,  gray,  yellow,  and  blue  armor,  a  red 
cloak,  and  red  and  yellow  sandals;  he  carries  a  short 
yellow-brown  baton.  The  rider  partly  seen  behind  him 
has  blue  plumes  on  a  dull  yellow  animal-mask  helmet  and 
a  gray-brown  beard.  Beside  the  horses  is  a  small  boy  (or 
a  dwarf)  holding  a  blue-tipped  brown  javelin;  he  has  a 
red  hat  with  a  jewel  and  blue  and  pale  brown  feathers,  a 
red  and  yellow  costume,  yellow-gray  stockings,  and  red 
sandals. 

In  the  background  on  the  left  is  a  classical  building  in 
tones  of  blue,  gray,  brown,  and  yellow.  In  the  interior,  a 
gesticulating  woman  is  being  seized  by  a  helmeted  war- 
rior. Another  soldier,  in  blue  and  yellow-gray,  raises  his 
sword  to  strike  a  fallen  man  and  a  number  of  women  in 
yellow-green,  blue,  and  gray  are  being  led  away  as  cap- 
tives. A  pile  of  looted  treasure  is  at  the  lower  left.  Several 
more  women  in  pale  yellow,  gray,  and  blue,  with  their 
captors  in  armor,  are  seen  between  the  legs  of  the  fore- 
ground horses.  On  the  right  is  the  yellow-brown  prow  of  a 
ship,  ending  in  a  huge  fantastic  mask;  a  protesting  woman 
in  pale  yellow  and  blue  is  led  toward  it.  A  man  on  horse- 
back with  a  yellow-gray  banner  showing  a  double-headed 
eagle  and  a  warrior  in  gray-blue,  with  a  yellow  lion  on  his 
helmet,  thrusts  his  sword  into  the  head  of  a  sprawling, 
screaming  man  in  pale  gray-blue. 

In  the  distance  on  the  left  is  a  pale  brown  obelisk  with 
simulated  Egyptian  hieroglyphs  in  dark  brown  and  on  top 
a  crescent.  Behind  is  a  curved  yellow-gray  building  with  a 
balustrade,  statues,  and  arches.  The  sky  is  blue  above, 
with  some  gray  clouds,  and  pale  yellow  below.  The  fore- 
ground is  in  shades  of  brown,  gray,  green,  and  dull  yellow, 
with  some  green  and  yellow  plants.  All  the  flesh  tones  have 
a  grayish  tinge. 


CONDITION 

The  four  corners,  now  blank  dark  brown  replacements, 
are  shown  in  the  reproduction  of  1927  filled  with  plant 
forms,  not  identical  with  those  of  124a.23  There  are  bare 
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warps  in  many  dark  areas,  especially  the  foreground  and 
the  brown  horses.  There  are  substantial  areas  of  repair  in 
yellow  silk  passages,  such  as  the  distant  architecture  and 
the  sky.  The  upper  left  corner  is  much  damaged,  with 
patches,  small  holes,  and  repairs.  The  bottom  of  the  right 
border  from  the  middle  of  the  herm  down  is  also  exten- 
sively repaired,  with  some  additions  painted  to  match  to 
some  extent  the  corresponding  areas  on  the  left. 


SUBJECT 

After  the  fall  of  Troy,  Cassandra,  daughter  of  Priam  and 
Hecuba,  was  raped  by  Ajax  in  the  temple  of  Minerva,  but 
taken  to  Greece  by  Agamemnon.  The  building  on  the  left 
has  been  identified  as  the  temple  and  the  struggling 
woman  and  the  warrior  inside  it  as  Cassandra  and  Ajax, 
while  the  man  on  horseback  has  been  called  Agamemnon 
or  Ajax.  This  interpretation  of  the  scene  is  probably  cor- 
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rect,  but  there  are  inconsistencies:  the  double-headed 
eagle  on  the  distant  banner  is  usually  associated  with  im- 
perial Rome,  the  obelisk  with  hieroglyphs  and  crescent 
suggests  Egypt,  and  the  small  boy  or  dwarf  is  unaccounted 
for.  As  all  the  other  subjects  of  the  series  can  be  found  in 
Ovid's  Metamorphoses,  it  has  been  suggested  that  the 
poet's  passing  reference  to  Cassandra  in  his  Book  13  has 
provided  the  source  for  the  subject:  "By  her  annointed 
head  /  Apollos  I  Priest  they  drag,  her  hands  in  vaine  /  To 
heaven  upheld.  The  Victor  Greekes  constraine  /  The  Dar- 
dan  Dames."  The  translator's  note  to  this  passage  is: 
"Cassandra,  the  daughter  of  Priamus,  a  Prophetess  and 
Priest  to  Apollo,  ravished  by  Ajax  Oileus."24  The  scene 
shown  in  124b  can  hardly  be  said  to  illustrate  these  lines. 
Clein's  print  in  John  Ogilby's  translation  of  the  Iliad,  pub- 
lished in  London  in  1654,  page  212,  shows  her  attacked  in 
the  temple  of  Minerva;  she  has  "dishevell'd  hair,"  as  the 
text  demands,  and  an  obelisk  in  the  background  does  not 
have  hieroglyphs  or  a  crescent.  No  other  interpretation  of 
the  scene,  however,  has  been  convincingly  argued. 


RELATED  TAPESTRIES 

The  same  composition  is  found  on  a  tapestry  in  the 
Victoria  and  Albert  Museum  called  A  Scene  from  the 
Story  of  Troy,  said  to  represent  most  probably  the  seizure 
of  Cassandra  by  Agamemnon  with  her  rape  in  the  temple 
of  Minerva  in  the  background.  It  is  marked  in  the  lower 
guard  border  "Made  at  Lambeth,"  so  it  is  attributed  to 
William  Benood  and  dated  1670—80.  The  borders  are  the 
same  as  those  of  1 24,  except  that  the  coat  of  arms  is  that  of 
the  second  earl  of  Meath,  who  died  in  1675,  and  his  wife, 
who  died  in  168 5. 25  The  scene  is  extended  on  the  right  to 
show  more  of  the  ship,  with  a  small  boat  alongside;  two 
men  in  the  boat  hold  out  their  arms  toward  the  woman 
prisoner.  There  is  more  space  between  the  ship  and  the 
large  figures,  so  that  additional  warriors  are  visible.  An 
even  wider  version  is  at  Easton  Neston;  here  almost  the 
whole  of  the  large  ship  on  the  right  is  visible,  as  well  as  a 
small  boat  alongside.  The  ship  has  three  masts  and  is  hung 
with  shields.  On  the  left  is  a  temple  with  columns  extend- 
ing across  the  whole  height  of  the  scene  and  a  man,  or 


statue,  holding  a  spear  in  the  foreground.  Except  for  the 
coat  of  arms,  the  border  on  this  tapestry  is  also  the  same  as 
that  of  124. 
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Detail  of  124b 


125  News  of  the  Stag 


From  the  series  known  as  the  Hunters9  Chase 

English  (probably  Mortlake);  designed  before  1645  and 

woven  1646—70. 
Manufactory  mark. 
Wool. 

11  ft.  4  in.  x  15  ft.  3  in.  (3.45  m  X4.65  m). 
15-16  warps  per  inch,  6-7  per  centimeter. 
Gift  of  Amory  S.  Carhart,  1957  (57.127). 

DESCRIPTION 

In  the  center  a  dark-haired  man  wearing  a  red-brown 
costume  and  gray  shoes  gesticulates  excitedly  as  he  brings 
the  news  that  a  stag  has  been  located.  He  has  a  blue  and 
brown  horn  and  a  hunting  knife  in  a  blue-tipped  sheath  at 
his  side  and  holds  a  brown  hound  with  a  red  collar  on  a 
gray  leash.  A  young  man  in  a  gray  hat  over  a  red  cap, 
yellow-red  jacket  with  dark  blue  showing  through  the 
slashed  sleeves,  and  gray  leggings  is  mounted  on  a  gray 
and  brown  horse  with  a  dark  blue  saddle;  he  listens  to  the 
news.  Behind  him,  extending  one  arm,  is  another  mounted 
figure  in  a  yellow  hat  and  red  costume;  his  gray  horse 
lowers  its  head.  Above  the  gesticulating  man  in  the  center 
is  partly  seen  a  gray  horse  with  the  rider  in  blue  and  dull 
red.  They  are  beside  the  large  gray  and  brown  trunk  of  an 
oak,  broken  at  the  top,  with  dark  and  light  green  leaves, 
and  ivy  climbing  up  it.  A  young  man  in  blue  and  gray 
stands  at  the  foot  of  the  tree,  holding  his  brown  cap  in  one 
hand  and  indicating  with  the  other  where  the  stag  has 
been  seen.  He  has  a  hunting  knife  in  a  brown  sheath  at  his 
side.  A  man  in  a  yellow-gray  cap,  red  and  yellow  jacket 
and  slashed  breeches,  blue  leg  coverings,  and  gray-brown 
shoes  stands  on  the  right;  he  has  a  dull  blue  horn  slung 
from  one  shoulder  and  holds  a  light  yellow  cane.  Behind 
him  is  a  greyhound  with  a  red  and  yellow  collar.  To  the 
right,  a  man  with  windblown  dark  hair  points  to  the  loca- 
tion of  the  stag;  he  is  dressed  in  gray  and  brown  and 
carries  a  gray  horn. 

On  the  far  left  are  two  gray-brown  tree  trunks  and  on 
the  far  right  a  hollow  stump.  A  forest  extends  behind  the 
mounted  figures,  with  another  horse  and  rider  wearing 
pale  yellow-gray,  raising  one  hand,  dimly  seen  in  front  of 
it.  The  background  on  the  right  is  a  landscape  with  a  long 


gray  building  and  a  church  with  a  steep  dull  blue  roof  and 
a  slender  tower  behind  it.  Dull  green,  brown,  and  cream 
trees  are  seen  behind  the  buildings  and  a  fenced  yellow 
and  blue  pond  in  front  of  them.  The  sky  is  gray-blue,  gray, 
and  dull  yellow.  The  foreground  is  in  shades  of  gray, 
brown,  yellow,  and  green,  with  some  large  dark  green  and 
yellow  plants  in  the  lower  right  corner.  On  the  left  is  a 
plant  with  red  buds. 

A  narrow  framelike  red-brown,  yellow,  and  gray  band 
surrounds  the  scene.  The  narrow  lower  border  has  no 
decoration  except  a  yellow  and  red-brown  ornament,  per- 
haps an  animal  mask,  in  the  center.  The  wider  side  borders 
have,  on  the  left,  a  gray  and  yellow  female  stone  herm  and, 
on  the  right,  a  bearded  male  one,  both  with  dull  red  and 
yellow  wings  and  drapery  supporting  a  large  tassel  falling 
from  their  heads.  They  stand  on  massed  blue-green,  red, 
and  dull  yellow  leaves  and  flowers;  these  rest  on  red  and 
yellow  scrolls,  supported  by  gray  and  yellow  blocks  with 
red  medallions.  A  swag  of  red,  green,  and  yellow  leaves 
and  flowers  hangs  at  the  side.  The  ground  is  very  dark 
blue.  At  the  lower  right  is  a  yellow  shield  with  a  red  cross 
(Mortlake).  The  upper  border  has  a  red-brown  blank  oval 
medallion  in  the  center  between  red  and  yellow  scrolls  and 
drapery.  Swags  of  dark  green,  red,  yellow,  white,  and  blue 
flowers  alternate  with  red  and  yellow  drapery  on  either 
side.  The  ground  imitates  carved  stonework  in  gray  and 
brown,  terminating  in  blocks  with  blank  red  and  yellow 
medallions  at  the  corners. 


CONDITION 

Some  bare  warps  are  visible  in  brown  and  black 
passages. 

SUBJECT 

The  series  has  been  identified  with  the  Hunters'  Chase 
commissioned  from  the  Mortlake  manufactory  by  the 
Dutch  Church  in  London  in  1645.  This  set  consisted  of  six 
pieces  and  was  finished  in  October  1646. 1  A  set  of  five 
pieces  is  at  Chatsworth,  owned  by  the  duke  of  Devon- 
shire; it  consists  of  a  Boar  Hunt,2  Wolf  Hunt,  Death  of  the 
Stag,  Hunt  Breakfast,  and  Evening  Entertainment?  Other 
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subjects  are  Singeing  the  Boar,  Two  Trackers,  Youth  and 
Maiden  Conversing*  and  Assembly  for  the  Stag  Hunt. 

The  subject  of  1 25  is  that  of  the  sixteenth-century  Brus- 
sels tapestry  from  which  the  composition  is  derived,  one 
of  the  series  called  the  Hunts  of  Maximilian  (see  47).  Hunt 
servants  with  tracking  dogs  are  reporting  to  the  master  of 
the  hunt. 


SOURCE  OF  THE  DESIGN 

All  the  men,  including  the  rider  in  the  forest  and  the 
landscape,  are  taken  from  July,  Le  Rapport,  of  the  Hunts 
of  Maximilian,5  probably  designed  by  Bernaert  van  Orley 
(see  47).  In  this  the  hounds  are  different  and  the  central 
tree  in  the  original  is  fully  alive  and  extends  to  the  top  of 
the  tapestry.  In  125  the  entire  design  was  greatly  simpli- 
fied, and  many  details,  such  as  the  monks  in  the  grounds  of 
the  monastery  in  the  distance,  were  omitted. 

However,  125  is  even  closer  to  the  drawing  usually 
attributed  to  van  Orley  in  the  Louvre6  than  it  is  to  the 
sixteenth-century  tapestry.  Details  that  are  seen  in  it  and 
in  the  drawing,  but  are  not  found  in  the  early  tapestry, 
include  the  fence  around  the  pond,  instead  of  reeds,  and 
the  cane  in  the  left  hand  of  the  foremost  figure  on  the  right 
instead  of  a  rope.  The  attitude  of  the  man  standing  beside 
the  tree,  the  gestures  of  several  other  figures,  the  large  tree 
trunk,  and  the  tree  on  the  left  are  all  more  like  the  drawing 
than  like  the  Flemish  tapestry.  The  other  published  ver- 
sion of  125  also  reproduces  the  trees  on  the  far  right  of  the 
drawing  rather  than  those  of  the  Flemish  tapestry,  and 
shows  the  tail  of  the  greyhound  between  the  two  men  on 
the  right  dangling,  as  in  the  drawing,  instead  of  curled  up. 

Several  other  pieces  of  the  Hunters'  Chase  series  are  also 
derived  from  the  Hunts  of  Maximilian,  including  the  Boar 
Hunt,  Death  of  the  Stag,  and  Singeing  the  Boar.  Some, 
such  as  Evening  Entertainment,  are  not  connected  with 
any  earlier  series;  it  has  been  suggested  that  they  might 
have  been  conceived  by  the  official  designer  at  Mortlake, 
Francis  Clein.7 


MANUFACTURE  AND  DATE 

Though  the  mark  probably  identifies  the  manufactory 
as  Mortlake,  there  is  no  certain  indication  of  when  the  set 
to  which  125  belongs  was  made,  except  that  the  designs 
must  have  been  available  in  1645. 


RELATED  TAPESTRIES 

Two  pieces  of  the  same  set,  the  Wolf  Hunt  and  the  Fox 
Hunt,  both  with  the  Mortlake  mark,  were  in  the  J.  P. 
Morgan  collection  with  12 5. 8  They  were  lent  to  the  Met- 
ropolitan Museum  by  Mrs.  Amory  Carhart  in  19 1 6  and  in 
1962  belonged  to  her  descendant  Mrs.  George  S.  Amory. 
They  were  sold  at  Sotheby  Parke  Bernet,  New  York,  No- 
vember 11,  1972  (nos.  256,  257,  illus.).  The  Wolf  Hunt 
was  sold  again  at  the  same  auction  house,  June  1,  1978 
(no.  396,  illus.),  and  is  now  in  the  house  museum  Agecroft 
Hall,  Richmond,  Virginia.  Each  shows  two  men  and  three 
dogs  attacking  the  wild  animal. 

Another  version  of  125  was  formerly  in  the  Metropoli- 
tan Museum;9  it  is  extended  on  the  right,  like  the  six- 
teenth-century prototype,  to  show  another  dog  and  two 
men  in  the  distance,  with  some  trees  beside  the  pond.  The 
central  tree  extends  to  the  top  of  the  tapestry  and  the  man 
on  the  right  holds  a  dog  on  a  leash  instead  of  a  horn.  There 
are  no  borders.  The  same  differences  in  the  design  are  also 
found  in  a  tapestry  formerly  in  the  E.  Bellenot  collection 
(sold  in  Paris,  1882,  1883),  but  this  is  said  to  have  a  bor- 
der, though  not  that  of  125. 10  A  Stag  Hunt  (probably  the 
Death  of  the  Stag)  is  recorded  as  at  Berkeley  Castle,  but  its 
exact  subject  is  not  known;  it  has  the  same  border  as 
125.11 

As  well  as  the  set  of  five  pieces  at  Chatsworth,  a  set  of 
three  pieces  (Fox  Hunt,  Hunt  Breakfast,  and  Evening  En- 
tertainment called  the  Prodigal  Son)  is  in  the  Musee  Ernst 
Rupin,  Brive-la-Gaillarde;  it  was  formerly  in  the  Chateau 
de  Cosnac.12  Another  set  belonged  to  the  earl  of  Iveagh  at 
Elveden  Hall  (Fox  Hunt,  Wolf  Hunt,  Youth  and  Maiden, 
and  Singeing  the  Boar)  and  was  sold  on  the  premises  by 
Christie's,  May  22,  1984  (nos.  1750-53,  all  illus.).13  An 
example  of  the  Assembly  for  the  Stag  Hunt  was  exhibited 
at  the  Symons  Galleries,  New  York,  in  19  5  3 ; 14  this  may  be 
the  same  piece  as  one  in  the  E.  Bellenot  collection,  sold  in 
Paris  in  1 8  8  2  and  1 8  8  3 . 15  An  Evening  Entertainment  and 
a  Fox  Hunt  were  in  the  collection  of  Chr.  Langaard  in 
Norway  in  1922.16  The  former  is  now  in  the  Oslo  Kunst- 
industrimuseet.  They  have  the  same  borders  as  125,  with- 
out the  ornament  at  the  base.  A  reversed  Fox  Hunt  with 
another  border  was  once  owned  by  P.  W.  French  &  Co., 
New  York.17  A  Wolf  Hunt  with  one  man  and  three  dogs 
was  sold  at  Parke-Bernet,  New  York,  October  9,  1971 
(no.  275), 18  a  Hunt  Breakfast  (formerly  at  Madingley 
Hall,  Cambridge)  at  Sotheby's,  London,  April  11,  1975 
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(no.  3 1,  illus.),  and  a  Boar  Hunt  at  Sotheby  Parke  Bernet, 
New  York,  December  2, 1977  (no.  182,  illus.). 

HISTORY 

At  Knole,  Kent,  owned  by  the  Sackville  and  (after  1843)  Sack- 
ville-West  families.  Acquired  in  19 11  by  J.  Pierpont  Morgan, 
New  York. 

Lent  to  the  MMA  by  Mrs.  Amory  Carhart,  19 16. 
Given  to  the  MMA  by  Amory  S.  Carhart,  Tuxedo  Park,  New 
York,  1957. 

PUBLICATIONS 

De  Ricci,  Seymour.  Catalogue  of  Twenty  Renaissance  Tapes- 
tries from  the  J.  Pierpont  Morgan  Collection,  Paris,  191 3,  p. 
34,  no.  14,  illus.  Identified  as  Mortlake,  the  design  by  a  Flem- 
ish sixteenth-century  artist,  "not  unlike  the  Chasses  de  I'Em- 
pereur  Maximilian  by  Barendt  van  Orley." 

Rubinstein,  Stella.  "A  Tapestry  from  a  Cartoon  by  Bernard  van 
Orley."  Art  in  America  4  (1916)  p.  261,  n.  7.  Mentioned  as  in 
the  Pierpont  Morgan  collection. 

MMA  Bulletin  n  (1916)  pp.  130,  184.  Mentioned  as  Mort- 
lake, Scenes  from  Wolf  Hunt  of  Maximilian,  lent  by  Mrs. 
Amory  Carhart. 

MMA  Annual  Report  1957-1958.  In  MMA  Bulletin,  n.s.  17 
(1958-59)  p.  62.  Listed  as  gift  of  Amory  S.  Carhart. 

Wingfield  Digby,  George,  and  Hefford,  Wendy.  The  Devon- 
shire Hunting  Tapestries.  London,  1971,  p.  70,  fig.  33.  Set 
said  to  have  been  adapted  by  Francis  Clein  from  the  Hunts  of 
Maximilian  and  other  sources. 

De  Pazzis-Chevalier,  Nicole,  and  Chevalier,  Dominique.  "Les 
Tapisseries  anglaises  de  Mortlake."  L'Estampille,  no.  66 
(February  1984)  p.  34,  illus.,  as  in  Pierpont  Morgan  collection. 


NOTES 

1.  W.  G.  Thomson,  Tapestry  Weaving  in  England  (London,  19 14)  p. 
89. 

2.  Chatsworths  an  Illustrated  Guide  &  History  (n.p.,  after  1957)  p.  8. 
View  of  Sketch  Gallery,  showing  tapestries  on  wall,  with  the  Boar 
Hunt  identifiable. 

3.  Gobel,  Wandteppiche  III,  vol.  2,  p.  180  (all  except  Boar  Hunt 
listed). 

4.  A.  J.  B.  Wace,  "The  Hunters'  Chase,"  Burlington  Magazine  67 
(1935)  p.  29  (nine  subjects  listed). 

5.  Sophie  Schneebalg-Perelman,  Les  Chasses  de  Maximilien  (Brussels, 
1982)  fig.  36. 

6.  Schneebalg-Perelman,  Chasses  de  Maximilien,  fig.  105,  attributed 
to  Francois  Borreman  and  Pieter  Coecke. 

7.  Wace,  "Hunters'  Chase,"  p.  30. 

8.  De  Ricci,  Twenty  Renaissance  Tapestries,  nos.  12, 13,  illus. 

9.  Rubinstein,  "Tapestry  from  a  Cartoon  by  Bernard  van  Orley,"  pp. 
258-62,  fig.  1. 

10.  De  Ricci,  Twenty  Renaissance  Tapestries,  p.  34. 

1 1.  H.  C.  Marillier,  English  Tapestries  of  the  Eighteenth  Century  (Lon- 
don, 1930)  p.  xv. 

12.  De  Pazzis-Chevalier,  "Tapisseries  anglaises,"  pp.  27—35,  a^  i^us* 
Dated  1640—45. 

13.  Lord  Leconfield  is  also  said  to  own  pieces  of  the  series  at  Petworth, 
but  only  Brussels  hunting  tapestries  are  now  in  this  collection  (in- 
formation from  the  Secretary,  Petworth  House). 

14.  "Symons  Galleries  Show  Tapestries  in  Notable  Display,"  Art  News, 
December  14, 1935, p.  21,  illus. 

15.  De  Ricci,  Twenty  Renaissance  Tapestries,  p.  34. 

16.  Hans  Dedekam,  "Tapisserier  i  Chr.  Langaards  Samlinger,"  Kunst 
og  Kultur  10  (1922)  pp.  203,  205  (both  illus.);  Gobel,  Wandtep- 
piche III,  vol.  2,  pi.  140  (Evening  Entertainment,  as  owned  by  the 
Munich  dealer  L.  Bernheimer),  pi.  139a  (Fox  Hunt,  as  owned  by 
the  Munich  dealer  J.  Bohler;  called  Wolf  Hunt,  but  the  animal's 
brush  shows  it  is  a  fox). 

17.  Gobel,  Wandteppiche  III,  vol.  2,  pi.  139b. 

18.  Perhaps  the  piece  once  owned  by  Sir  Robert  Kinderley  (Gobel, 
Wandteppiche  III,  vol.  2,  p.  180). 
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126  The  Seasons 


Two  tapestries  from  a  set 

a  Spring 
b  Autumn 


English  (London);  woven  by  John  Chabanex,  early 

eighteenth  century. 
Wool  and  silk. 

iz6a  8  ft.  9  in.  x  13  ft.  i  in.  (2.67  m  x  3.99  m); 
126b  8  ft.  9  in.  x  12  ft.  11  in.  (2.67  m  x  3.94  m). 
18—21  warps  per  inch,  9—10  per  centimeter. 
Bequest  of  Mary  Anna  Palmer  Draper,  1914(15.43.311 
[126b];  15.43.312  [126a]). 


DESCRIPTION 

The  borders  are  in  shades  of  brown  and  dull  yellow; 
they  were  originally  wider  and  simulated  wooden  frames. 
The  guards  are  missing. 

SUBJECT 

Both  tapestries  show  rural  occupations  for  the  three 
months  of  a  season.  These  occupations  are  Continental 
ones,  not  English,  especially  the  vintage  scene  of  Autumn. 
Another  foreign  detail  is  the  boulette  held  by  the  shepherd 
in  Spring,  instead  of  the  English  crook. 

SOURCE  OF  THE  DESIGNS 

The  ultimate  source  of  the  series  is  presumably  a  Flemish 
sixteenth-century  set  of  the  Seasons,  but  this  has  not  been 
identified. 

MANUFACTURE  AND  DATE 

The  existence  of  a  Summer  of  the  same  series  and  pos- 
sibly the  same  set  signed  by  John  Chabanex  suggests  that 
this  weaver  was  responsible  for  126.  John  Chabanex 
(Chabaneix,  Chabanel)  was  a  Huguenot  refugee  known 
to  have  been  in  England  from  at  least  1696;  he  was  dead 
by  February  1744.1 


RELATED  TAPESTRIES 

A  set  of  four  pieces  has  been  described  as  in  a  Scottish 
collection  in  1930.  Each  piece  has  the  names  of  three 
months  in  a  medallion  and  borders  of  wreathed  sandstone 
columns.  Autumn  is  said  to  have  the  same  design  as  1 26b.2 
A  Summer  was  in  the  Frederick  Seymour  Clarke  sale, 
Christie's,  London,  February  9,  1933  (no.  191,  illus,);3  a 
medallion  in  the  upper  border  is  inscribed:  "Julius  /  Au- 
gustus /  September."  Another  Summer  in  the  Dundas  His- 
torical Society  Museum,  Dundas,  Ontario,  is  signed  "I. 
Chabanex  F.";  its  borders  have  elaborate  scroll  motifs  at 
the  corners  that  correspond  exactly  to  what  is  left  of  ap- 
parently similar  motifs  at  the  corners  of  126.  It  may  there- 
fore be  from  the  same  set.  A  panel  with  the  March  and 
April  scenes  of  126a  was  sold  at  Christie's,  London,  July 
7,  1966  (no.  159,  illus.);  a  companion  piece  in  the  same 
sale  shows  January  and  February  (no.  159,  illus.),  pre- 
sumably representing  some  of  the  occupations  of  Winter 
in  the  series  to  which  126  belongs. 

Several  other  English  series  of  the  Months  and  Seasons 
are  known,  some  with  the  same  subjects  as  126,  but  based 
on  different  designs.4 

PUBLICATIONS 

MMA  Annual  Report  1915,  p.  50.  Listed  as  bequests  of  Mary 
Anna  Palmer  Draper,  called  "Spring  and  Autumn,  after  car- 
toons by  Teniers,  Flemish,  eighteenth  century." 

Hunton,  W.  Gordon.  English  Decorative  Textiles.  London, 
1930,  pis.  30,  31.  Called  Mortlake,  second  half  seventeenth 
century. 

Marillier,  H.  C.  English  Tapestries  of  the  Eighteenth  Century. 
London,  1930,  p.  67,  pi.  24  (both).  Called  English. 


126a  Spring 

DESCRIPTION 

In  the  center,  a  seated  shepherd,  holding  his  brown  bou- 
lette with  a  blue  tip,  wears  a  yellow-gray  hat  and  a  dull  red 
costume,  with  a  brown  pouch  or  water  bottle  at  his  side. 
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Beside  him  kneels  a  woman  with  a  pale  yellow  kerchief 
and  a  red  and  blue  dress.  She  hands  a  wreath  of  red  and 
white  flowers  with  blue  leaves  to  a  stooping  woman  in 
pale  yellow-blue,  with  a  red  sash  and  cross-gartering,  who 
holds  up  her  flower-filled  apron.  A  pale  yellow  and  gray 
dog  prances  in  front  of  her.  On  the  left  is  a  man  in  pale  red, 
with  a  blue  cap,  orange  and  blue  trousers,  red  stockings, 
and  brown  shoes;  he  has  a  pale  yellow  sheep  on  his 
shoulder.  Farther  to  the  left,  a  seated  woman  in  a  blue 
dress  and  a  dark  pink  jacket,  shears  a  pale  yellow  sheep 
held  on  her  lap,  and  a  man  in  red  with  purple  boots  bends 


to  lift  another.  Some  pale  yellow  wool  and  a  pair  of  gray 
shears  lie  on  the  ground  by  the  woman. 

A  large  green,  brown,  and  yellow  tree  is  seen  between 
the  seated  shepherd  and  a  couple  on  the  right.  The  man, 
wearing  a  yellow  hat  and  breeches,  a  red  jacket,  and  blue 
sleeves  and  apron,  holds  a  large  chopping  knife  as  he  pre- 
pares to  trim  a  small  bare  tree;  the  woman,  in  blue,  with  a 
pale  yellow  kerchief  and  red  sleeves  and  stockings,  lifts  a 
bundle  of  green  and  brown  sticks.  A  tied  bundle  of  similar 
sticks  lies  at  the  root  of  the  large  tree,  which  has  a  brown 
squirrel  in  its  branches.  Other,  mostly  bare,  trees  rise  be- 
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hind  the  couple,  with  a  man  in  purple  on  a  tall  brown 
ladder  lopping  their  branches.  At  the  far  right  is  a  broken 
tree,  with  three  pale  yellow  sheep  beyond  it.  In  the  back- 
ground are  two  brown  and  dull  yellow  cows  and,  beyond 
them,  a  bridge  and  a  town,  in  shades  of  gray  and  yellow, 
with  red  roofs.  Between  the  branches  of  the  large  tree  a 
woman  in  pink  is  seen  carrying  a  bundle  of  sticks  on  her 
head,  and  a  pale  yellow  rabbit  appears  in  front  of  gray  and 
brown  farm  buildings;  a  number  of  houses  on  a  hill  are 
visible  in  the  distance.  There  are  several  red  and  brown 
birds  perched  on  the  branches  of  the  trees.  The  scanty 
foliage  is  in  shades  of  green  and  yellow. 

The  background  to  the  central  group  shows  some  pale 
yellow  sheep,  a  brown  fence,  and  a  large  gray  and  brown 
farmhouse,  with  blue  roofs.  On  the  left  is  a  woman  in  dull 
yellow  milking  a  yellow  and  brown  cow,  with  another 
cow  partly  visible.  A  large  tree  in  full  leaf  separates  the 
farmyard  from  a  garden  with  pale  brown  paths  and  blue- 
green  flower  beds;  a  woman  in  pale  purple  kneels  to  pick 
red  and  pink  tulips.  Farther  to  the  left  is  an  arbor  with 
brown  uprights  and  green  and  pale  yellow  foliage;  three 
people  are  sitting  in  it  at  a  table  with  a  gray  and  pale 
yellow  cloth.  There  are  a  blue  bottle,  dishes,  and  food  on 
the  table.  The  company  is  waited  on  by  a  man  in  dull  pale 
pink.  A  tall  pale  brown  fence  divides  this  scene  from  a  hill 
topped  by  a  gray  and  yellow  ruin,  with  a  basin  of  pale  blue 
water  beneath  it.  The  sky  is  pale  yellow-gray.  The  fore- 
ground is  in  tones  of  brown,  green,  and  gray. 

CONDITION 

The  piece  has  been  cut  at  the  top,  but  not  at  the  sides.  It 
has  also  been  cut  vertically  in  the  center  and  rejoined.  The 
entire  sky  is  extensively  repaired,  as  well  as  all  the  other 
silk  areas,  such  as  the  sheep  and  the  lighter  costumes. 

SUBJECT 

Suitable  occupations  for  March,  April,  May,  and  per- 
haps June  are  illustrated  from  right  to  left:  trimming  trees, 
sheep  shearing,  milking,  gardening,  and  eating  out-of- 
doors. 

RELATED  TAPESTRIES 

In  addition  to  the  replica  in  a  Scottish  collection  in 
1930,  the  central  and  right-hand  scenes  are  found  on  a 


tapestry  of  March  and  April  sold  at  Christie's,  London, 
July  7,  1966  (no.  159,  illus.).  The  tree  trimming  is  on  the 
left,  the  seated  shepherd  and  his  companions,  with  the 
cow  being  milked  in  the  distance,  on  the  right.  The  dead 
tree  is  between  the  two  scenes.  The  dog  is  lying  down.  This 
piece  is  probably  identical  with  a  tapestry  sold  by  Lord 
Vernon,  Sudbury  Hall,  at  Puttick  and  Simpson,  London, 
December  14,  1923. 5  A  companion  piece,  June,  in  the 
Vernon  sale  shows  the  left  side  of  126a,  the  shepherds  and 
their  flock. 


126b  Autumn 

DESCRIPTION 

In  the  left  center  is  a  large  brown  tub  in  which  stands  a 
man  wearing  a  yellow  dress  and  blue  cap  and  belt.  A  boy 
in  a  red  dress,  blue  cloak  and  stockings,  and  gray  shoes, 
empties  a  basket  of  yellow  and  red  grapes  into  the  tub; 
another,  wearing  a  red  cap,  blue  dress,  and  gray  leg  cover- 
ings, leans  against  it  as  he  reaches  for  a  brown  bucket, 
filled  with  red  juice,  standing  in  a  low  open  brown  barrel 
under  a  spigot  in  the  big  tub.  In  the  foreground  are  two 
boys  in  ragged  red,  blue,  yellow,  and  pink  clothes,  one 
lifting  a  bunch  of  yellow  grapes  above  his  head,  the  other 
holding  similar  grapes  on  his  lap.  Each  has  a  yellow  basket 
beside  him,  the  one  on  the  left  filled  with  yellow  grapes 
and  green  vine  leaves.  Some  enormous  bunches  of  dull 
yellow  and  purple  grapes  with  green  and  yellow  leaves  lie 
on  the  ground  in  front  of  the  large  tub.  Behind  it  is  the 
gable  end  of  a  gray  building,  with  a  man  in  red  pouring 
juice  into  a  brown  barrel  through  a  yellow  funnel.  The 
building  stops  abruptly  on  the  left  and  the  space  where  its 
side  should  be  is  filled  with  foliage  and  part  of  a  distant 
landscape.  On  the  right,  beyond  the  large  tub,  are  three 
women  in  blue,  pink,  and  gray  picking  grapes  from  yellow 
and  green  vines. 

Two  large  trees  with  green,  brown,  and  yellow  trunks, 
green  and  reddish  leaves,  and  dull  red  fruit  form  a  boun- 
dary to  this  scene  on  the  right.  One  is  an  oak,  with  acorns 
hanging  from  its  boughs;  a  vine  with  dull  yellow  grapes 
climbs  up  it.  A  man  in  pale  red  with  yellow-gray  trousers 
knocks  down  acorns  to  feed  some  yellow-brown  pigs.  Be- 
hind him,  two  women  in  dull  blue  and  red  are  scutching 
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and  breaking  pale  yellow  flax  on  low  tables;  some  bundles 
of  flax  lie  on  the  ground  beside  them.  To  the  right,  a  dull 
yellow  and  red  slaughtered  pig  hangs  on  the  wall  of  a  gray 
and  brown  house.  Part  of  a  kneeling  man  in  red  is  seen 
below.  There  are  gray  buildings  behind  the  flax  workers, 
with  a  yellow  river  and  a  bridge  in  the  distance.  A  remote 
castle  is  visible  in  the  center.  The  sky  is  pale  yellow-gray. 
The  foreground  is  in  shades  of  green,  brown,  and  gray, 
with  a  tree  on  the  far  left  and  some  large  green  and  yellow 
plants;  these  include  a  large  pink  thistle  on  the  right. 


CONDITION 

The  tapestry  has  been  cut  on  all  sides.  An  oblong  in  the 
lower  left  corner  is  from  another  tapestry  or  from  a  miss- 
ing section  of  126b.  Two  vertical  cuts,  one  on  the  left 
beyond  the  large  building  and  one  just  to  the  right  of  the 
boys  in  the  foreground,  have  been  rejoined.  The  silk  areas 
have  largely  perished,  including  the  entire  sky,  the  live  and 
dead  pigs,  and  several  costumes;  extensive  coarse  repairs 
have  been  effected,  but  there  remain  substantial  patches  of 
bare  warps. 
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SUBJECT 

The  vintage  is  a  standard  occupation  for  October  and, 
though  inappropriate,  is  found  in  other  English  tapestries 
of  the  months.6  Knocking  down  acorns  for  pigs  is  com- 
mon for  an  autumn  month  and  treating  flax  is  shown,  in  a 
different  design,  in  an  English  tapestry  in  the  Victoria  and 
Albert  Museum.7  The  slaughtered  pig  stands  for  Decem- 
ber. The  partly  seen  kneeling  man  belongs  to  a  pig-killing 
scene. 

SOURCE  OF  THE  DESIGN 

The  two  boys  eating  grapes  in  the  foreground  are  de- 
rived from  a  painting  by  Murillo,  believed  to  date  from 
1645-55,  in  the  Alte  Pinakothek,  Munich.8  In  the  paint- 
ing the  boy  on  the  right  is  eating  a  melon  and  has  no 
basket,  but  in  other  respects  the  design  has  been  closely 
followed. 

RELATED  TAPESTRIES 

An  extended  version  of  the  design  in  the  Sir  James  Curry 
sale,  Puttick  and  Simpson,  London,  February  5,  1932, 
includes  a  pig-killing  scene  on  the  right,  with  the  singeing 
of  the  carcass  over  a  fire  in  the  distance.  The  boys  eating 
grapes  are  also  shown.  This  may  be  the  tapestry  sold  at 
Sotheby's,  London,  December  16, 1977  (no.  50).  A  simi- 
lar combination  of  autumnal  and  winter  scenes  is  found 
on  a  tapestry  in  the  Benjamin  Thaw  sale,  New  York,  De- 
cember 12, 193 1.  A  tapestry  inscribed  "October,  Novem- 
ber, December,"  a  companion  piece  to  the  one  inscribed 


"July,  August,  September"  that  was  formerly  in  the  F.  S. 
Clarke  collection,  was  on  the  London  art  market  in  the 
1930s.9  An  example  of  the  design  was  in  the  Symons  Gal- 
leries sale,  Parke-Bernet,  New  York,  May  5—7, 1949  (no. 
539,  illus.);  the  house  on  the  left  ends  where  an  inexplic- 
able break  in  the  design  occurs  on  126b.  The  boys  eating 
grapes  are  missing  and  the  pigs  are  differently  placed.  The 
tapestry  is  lower,  ending  just  above  the  house  on  the  left. 
The  boys  eating  grapes  appear,  reversed,  in  a  vintage-scene 
tapestry  owned  by  the  Berlin  dealer  Herbert  Klewer  in 
19 5 7; 10  the  composition  is  otherwise  unrelated  to  126. 
This  is  probably  the  tapestry  formerly  owned  by  Donald- 
son Studson,  Market  Drayton.11 

NOTES 

1.  Information  from  Wendy  Hefford. 

2.  Marillier,  English  Tapestries,  pp.  66, 67. 

3.  W.  G.  Thomson,  Tapestry  Weaving  in  England  (London,  19 14)  fig. 
39.  Called  Autumn. 

4.  Marillier,  English  Tapestries,  pp.  61-69,  pis*  2-i_23j  z5l  Gobel, 
Wandteppiche  III,  vol.  2,  pp.  172,  173  (Mortlake),  184  (Thomas 
Poyntz),  193  (Stephan  de  May),  pis.  130, 139, 144, 146. 

5.  Marillier,  English  Tapestries,  p.  67. 

6.  An  example  is  in  the  Mortlake  set  formerly  owned  by  the  earl  of 
Ilchester,  Melbury  Court  (Marillier,  English  Tapestries,  pi.  23); 
another,  with  a  different  composition,  was  sold  at  Parke-Bernet, 
New  York,  May  23, 1970,  no.  146,  illus. 

7.  Marillier,  English  Tapestries,  pi.  23  (as  owned  by  Miss  Rendell). 

8.  Murillo,  Voeuvre  du  maitre  (Paris,  191 3)  pi.  203. 

9.  Information  from  the  Marillier  Archive,  Victoria  and  Albert  Mu- 
seum, London. 

10.  Rolf  Parow,  "Berlin  auf  der  Antiquitatenmesse  in  Miinchen," 
Weltkunst  27  (1957)  pp.  8, 9,  illus. 

11.  Information  from  the  Marillier  Archive. 
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127  Indo-Chinese  Scenes 


a  The  Concert 

b  The  Toilet  of  the  Princess 

English  (London);  designed  about  1690  and  probably 
woven  at  the  Great  Wardrobe  by  John  Vanderbank 
(fl.  1683-1717),  1690-1715. 

Wool  and  silk. 

127a  10  ft.  x  15  ft.  (3.05  mx  4.57  m); 
127b  10  ft.  x  12  ft.  10  in.  (3.05  m  x  3.91  m). 
19-20  warps  per  inch,  7-8  per  centimeter. 
Gift  of  Mrs.  George  F.  Baker,  1953  (53. 165. 1,  2). 

DESCRIPTION 

Both  tapestries  have  predominantly  black  grounds,  but 
with  dark  brown  areas,  usually  bounded  by  straight  ver- 
tical lines.  On  this  ground  are  islands,  blue-green  at  the 
top,  dull  yellow  below,  with  their  lower  edges  bordered  by 
shallow  bands  in  shades  of  gray,  blue,  and  brown,  giving  a 
three-dimensional  effect.  The  smaller  islands  at  the  top 
have  only  plants  and  shrubs  in  dull  green,  blues,  and  yel- 
low with  fantastic  red  and  white  flowers.  Exotic  or  imagi- 
nary floral  forms  in  similar  colors  are  found  on  all  the 
islands. 

The  borders  have  red-brown  grounds  with  fairly  exten- 
sive gray  areas;  there  are  crude  dull  yellow  and  pale  red 
acanthus  leaves  at  each  corner.  A  dull  pale  yellow  bar 
along  the  center  of  each  border  has  a  spray  of  conven- 
tional flowers  and  leaves  in  shades  of  red,  blue,  yellow, 
and  white  twined  around  it.  The  guards  are  pale  brown. 

CONDITION 

Both  tapestries  have  many  repaired  and  rewoven  areas, 
with  gaps  where  wefts  have  perished.  The  color  variations 
in  the  grounds  appear  to  be  original,  probably  intended  to 
mitigate  the  severity  of  an  all-black  background. 

SUBJECT 

The  tapestries  are  chinoiseries  and  cannot  be  said  to 
have  subjects.  The  titles  are  modern  and  are  taken  from 
prominent  motifs  in  each  piece. 


SOURCE  OF  THE  DESIGN 

The  general  scheme,  floating  islands  with  exotic  vege- 
tation and  figures  on  a  dark  ground,  is  derived  from  Ori- 
ental lacquerwork,  especially  "Coromandel"  (Chinese) 
screens.1  The  buildings  are  mostly  Chinese  in  character, 
the  figures  Indian  (derived  from  miniatures)  and  Chinese, 
with  some  Turkish  elements,  such  as  the  group  of  Janis- 
saries in  127a.2 

Robert  Robinson  (fl.  1 674-1 706)  has  been  suggested  as 
the  designer  of  tapestries  of  this  type  on  the  strength  of  his 
signed  chinoiserie  wall  paintings,  dated  1696,  in  Duke 
Lane,  Aldgate,  London,  and  unsigned,  but  very  similar, 
panels  in  the  Victoria  and  Albert  Museum.3  In  one  of  the 
latter  is  a  four-wheeled  chariot  with  a  fantastic,  very  tall 
structure  rising  up  to  a  small  canopy  at  the  back;  this  is 
close  to  a  motif  in  several  tapestries  of  this  type,  including 
one  formerly  owned  by  the  Vigo-Sternberg  Galleries, 
London,4  though  in  the  painting  the  chariot  is  drawn  by 
an  elephant  and  in  the  tapestries  by  two  leopards.  Both 
chariots  may  have  been  imitated  from  a  Chinese  original 
and  the  attribution  of  the  tapestry  designs  to  Robinson 
must  be  considered  doubtful. 

Two  canvas  panels  painted  in  oils  that  were  said  to  have 
been  in  an  American  collection  in  1955  have  been  de- 
scribed as  cartoons  for  English  chinoiserie  tapestries.5 
They  show  several  motifs,  mostly  from  the  "Chinese"  type 
of  these  tapestries,  on  dark  grounds,  but  they  could  as  well 
be  copies  of  the  tapestries  as  cartoons  for  them. 

WEAVER  AND  DATE 

John  Vanderbank  was  yeoman  arras-worker  at  the 
Great  Wardrobe  tapestry  workshop  in  Great  Queen  Street 
in  the  parish  of  Saint  Giles-in-the-Fields,  London,  from 
1689  to  his  death  in  1717.6  In  1690,  1691,  and  1696  he 
provided  nine  tapestries  for  Queen  Anne  at  Kensington 
Palace,  described  as  "designed  after  the  Indian  manner," 
and  listed  in  the  1697  inventory  of  the  palace  as  "Seven 
peices  of  Tapistry  hangings  with  India  ffigures  9  foot 
deep."7  The  weaver's  name,  as  Vandrebanc,  is  found  on 
an  "Indian"  tapestry  in  the  Victoria  and  Albert  Museum.8 
A  set  that  can  probably  be  dated  exactly  is  one  at  Castle 
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Howard,  owned  by  Mr.  George  Howard,  since  a  letter  of 
1706  from  Hawksmoor,  the  architect,  to  Lord  Carlisle 
mentions  two  sets  of  tapestries  to  be  made  for  the  house  by 
Vanderbank.9  Though  no  subjects  are  mentioned,  the 
dimensions  of  three  pieces  intended  for  "my  Lds  Bed- 
chamber" correspond  fairly  closely  with  three  of  the  five 
pieces  of  "Indian"  tapestry  now  at  Castle  Howard.  Two 
tapestries  of  the  set  at  Yale  have  the  Mortlake  mark, 
probably  used  here  merely  as  an  indication  of  English 
manufacture. 

The  name  of  M.  Mazarind  is  found  on  a  tapestry  of  this 
type  formerly  owned  by  the  late  Christabel,  Lady  Aber- 
conway;10  three  motifs  of  this  tapestry  also  appear  on 
127a  and  elsewhere,  suggesting  that  Mazarind  was  an 
associate  of  Vanderbank. 

The  two  panels  (joined)  that  were  sold  by  Sir  Walter 
Blount  of  Mawley  Hall,  Kidderminster,  at  Christie's, 
London,  July  7,  1932  (no.  118),  have  the  arms  of  the 
fourth  baron  Aston,  and  his  wife,  who  were  married  in 
1698.  She  died  in  1723,  so  that  the  tapestries  were  pre- 
sumably made  between  these  dates.11 

Some  tapestries  of  the  type  may  have  been  supplied  by 
Vanderbank's  widow  before  her  death  in  1727,  or  by  their 
son  Moses,  who  held  the  Great  Wardrobe  post  until 
1730.12 


RELATED  TAPESTRIES 

Only  one  piece  has  been  located  with  exactly  the  same 
borders  as  127;  it  was  sold  at  Sotheby's,  London,  June  27, 
1969  (no.  25,  illus.).  However,  it  is  only  7  feet,  10  inches 
high  and  repeats  the  motif  of  the  man  smoking  a  long  pipe 
at  the  entrance  to  a  tent,  found  on  127a,  so  it  probably 
was  not  part  of  the  same  set  as  1 27. 

The  set  of  four  pieces  that  were  at  Glemham  Hall,  Suf- 
folk, and  are  now  at  Yale  University,  New  Haven,  were 
presumably  made  for  Elihu  Yale  after  his  return  from 
India  in  1692.  It  has  been  suggested  that  some  of  the 
motifs  of  these  tapestries  were  taken  from  works  of  art 
that  he  took  home,  but  Vanderbank  had  already  made 
tapestries  "after  the  Indian  manner"  for  Queen  Anne  in 
1690.  The  Yale  set  consists  of  other  versions  of  both 
pieces  of  127,  with  two  other  combinations  of  different 
motifs,  known  as  the  Promenade  or  the  Harpist,  and  the 


Palanquin.13  Versions  of  the  Harpist  are  owned  by  the 
marquess  of  Linlithgow  at  Hopetoun  House,  Scotland, 
and  Sir  Alfred  Beit  at  Russborough,  Ireland  (from  Melville 
House,  Fife;  sold  at  Christie's,  London,  November  19, 
1959,  no.  143,  illus.);  others  were  in  the  James  W.  Barney 
sale,  Parke-Bernet,  New  York,  May  8,  1948  (no.  134, 
illus.),  sold  again  at  Sotheby  Parke  Bernet  Monaco,  July 
25,  1984  (no.  3243,  illus.);  a  Weinmiiller,  Munich,  sale, 
December  9—10,  i960  (no.  377,  illus.  in  part,  combined 
with  part  of  the  Toilet);  Sotheby's,  London,  June  27, 1969 
(no.  25,  illus.,  combined  with  one  motif  from  127a  and 
several  not  found  elsewhere).  The  Palanquin  motifs  are  all 
repeated  on  a  tapestry  that  was  sold  at  Christie's,  May  15, 
1952  (no.  168,  illus.). 

Motifs  not  included  in  these  four  designs  are  found  on  a 
tapestry  in  the  Art  Institute  of  Chicago  (formerly  in  the  A. 
M.  Legh  collection,  Adlington  Hall),  the  most  conspic- 
uous being  a  seated  couple,  attended  by  a  servant,  under  a 
huge  canopy;  it  occurs  again  in  a  piece  formerly  owned  by 
Christabel,  Lady  Aberconway.14  Some  ten  or  twelve  other 
major  motifs  are  found  on  tapestries  of  the  same  type.  It 
is  apparent  that  the  motifs  were  not  always  mixed  at 
random,  but  tended  to  be  reproduced  in  standard  combi- 
nations. At  least  a  dozen  different  borders  have  been 
identified,  the  most  usual  being  acanthus  leaves  twisted 
around  a  rod. 

Another  group  of  chinoiserie  tapestries  by  Vanderbank 
consists  of  pieces  with  some  motifs  derived  from  illustra- 
tions to  John  Ogilby's  translation  of  Arnold  Montanus's 
Atlas  Japannensis  (London,  1670). 15  Examples  include 
tapestries  at  Belton  House,  owned  by  the  National  Trust 
(one  signed  by  Vanderbank),16  Lord  Bradford  at  Weston 
Hall  (also  signed),17  Major  N.  Chamberlayne-Macdonald, 
Cranbury  Park,  Hampshire,18  and  the  Victoria  and  Albert 
Museum.19  In  this  group  the  islands  are  less  sharpie  de- 
fined, giving  more  the  impression  of  an  actual  landscape, 
and  the  figures  and  objects  are  more  solid.  Some  have  light 
grounds.  Very  occasionally  motifs  from  the  two  types  are 
combined.20 

Dark-ground  chinoiserie  tapestries  were  made  by  Joshua 
Morris  about  1720—30;  they  include  some  motifs  from 
Vanderbank's  series.  A  set  of  three  was  sold  by  Viscount 
Sidmouth  at  Sotheby's,  London,  November  23,  1979 
(nos.  2-4,  illus.).21 

Nineteenth-century  imitations  with  motifs  from  both 
types  have  been  sold  at  Parke-Bernet,  New  York,  June  1, 
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1967  (no.  30,  illus.),  Sotheby's,  London,  May  7, 1976  (no. 
59,  illus.),  and  Sotheby  Parke  Bernet,  New  York,  Decem- 
ber 9, 1978  (nos.  476-79,  two  illus.). 

PUBLICATIONS 

MMA  Annual  Report  1953-June  1954.  In  MMA  Bulletin,  n.s. 

13  (1954-55)  p.  24-  Listed. 
Remington,  Preston.  "The  Galleries  of  European  Decorative 

Art  and  Period  Rooms."  MMA  Bulletin,  n.s.  13  (1954-55) 

pp.  69, 120,  illus.  [127b]. 
Standen,  Edith  A.  "Studies  in  the  History  of  Tapestry  1520- 

1790:  VI.  Some  Exotic  Subjects."  Apollo  114  (198 1)  pp.  46, 

47,  figs.  5-7. 

Standen,  Edith  A.  "English  Tapestries  'After  the  Indian  Man- 
ner.'" MMA  Journal  15  (1980)  pp.  119-42,  figs.  3,4, 13, 18, 
20.  Weaver,  date,  designer,  and  many  examples  of  type  dis- 
cussed, with  comparative  illustrations  of  lacquer  screen, 
Indian  miniatures,  and  prints  from  travel  and  interior  decora- 
tion books. 


127a  The  Concert 

DESCRIPTION 

A  blue,  white,  and  pale  yellow  bird  with  spread  wings 
stands  on  the  uppermost  inhabited  island  on  the  left  side. 
Farther  to  the  right  are  two  seated  women,  both  with  red 
and  white,  halo-like  headdresses;  one  in  yellow  plays  a 
pipe,  the  other,  in  pale  blue,  holds  a  fixed  fan.  On  the 
island  below  and  to  the  right  are  two  seated  men,  one  in 
red  holding  a  cup,  the  other,  grasping  a  bottle,  in  yellow.  A 
yellow,  red,  and  pale  blue  bird  flies  above  them.  Under  the 
bird  with  spread  wings  is  an  island  with  a  tentlike  building 
in  red,  white,  blue,  and  yellow-brown.  The  island  below 
the  girls  with  the  pipe  and  fan  supports  a  palm  tree  in  dull 
yellow,  pale  blue,  and  pale  brown;  three  men  in  red,  yel- 
low, white,  and  blue  stand  under  it.  Below  and  to  the  left  is 
an  island  with  a  tall  tree  with  blue-green  and  pale  yellow 
leaves  bearing  pink  pomegranates;  two  red  parrots  are 
perched  on  the  branches  and  there  is  a  pale  yellow-brown 
butterfly  at  the  upper  left  side.  On  this  island  is  a  Chinese 
boy  in  pale  red,  carrying  two  dull-yellow  rectangular 
boxes  with  blue  lids  on  a  stick  balanced  on  his  shoulders. 
On  this  level,  at  the  extreme  left,  is  part  of  a  large  tent  in 
red,  white,  blue,  and  dull  yellow;  in  front  of  it  is  a  seated 
man  with  a  red  cap  and  a  red,  white,  and  blue  costume, 


smoking  a  long  pipe.  The  island  below  supports  a  blue- 
green  palm  tree  with  a  dull  yellow  monkey  sitting  in  it. 

A  group  of  three  dull  yellow  horses  with  riders  and  four 
men  on  foot  occupy  the  island  below  the  boy  with  two 
boxes;  the  headgear  of  some  of  the  men  shows  them  to  be 
Turkish  Janissaries  (see  detail).  The  man  on  foot  leading 
the  group  has  a  red  cap,  yellow  sleeveless  jacket,  blue 
sleeves  and  shirt,  and  red  stockings;  he  holds  a  sword  with 
a  red  hilt.  The  foremost  rider  is  in  yellow  with  a  red  saddle 
cloth;  he  beats  two  dull  yellow  Turkish  kettledrums,  dec- 
orated in  red,  with  red  sticks.  The  second  rider,  blowing  a 
European  trumpet,  is  in  red  with  blue  sleeves  and  yellow 
headdress.  The  third  is  in  red  and  yellow;  his  horse  has  a 
horse's  tail  (a  Turkish  wuntshuk)  hanging  from  its  elabo- 
rate head  harness.  Two  identical  men  stand  on  either  side 
of  the  horse;  they  have  fantastic  yellow  hats,  long  red 
sleeveless  robes  with  blue  and  yellow  trimmings,  and  blue 
sleeves  and  stockings.  The  head  of  a  man  in  a  pointed 
yellow  hat  is  seen  on  the  other  side  of  the  horse. 

Above  and  to  the  right  of  this  group  is  a  blue  and  yellow 
pavilion  decorated  with  red  flowers,  the  roof  supported  by 
red  struts  and  square  yellow  columns,  the  sides  of  which 
are  covered  with  blue  and  white  vases.  The  pavilion  stands 
between  two  blue  and  white  palm  trees,  and  two  red,  blue, 
and  yellow  birds  perch  on  its  blue  and  white  dome.  In 
front  of  it  is  a  large  red  carpet  ornamented  with  blue 
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flowers  and  a  pale  yellow  border.  On  this  sits  an  Indian 
prince  with  a  large  dull  yellow  and  gray  cushion  behind 
him.  He  wears  a  red  and  yellow  turban,  a  blue  and  yellow 
costume  spotted  with  red  leaves,  and  a  dull  yellow  sword. 
Three  barefoot  women  in  red,  blue,  and  yellow  stand  on 
either  side  of  him.  The  foremost  on  the  right  holds  a  yel- 
low dish  with  blue  and  white  vessels  on  it;  the  woman  in 
the  center  on  the  left  extends  a  pink  fan  over  the  prince's 
head.  The  island  above  and  to  the  right  supports  a  yellow 
stand  with  a  blue  and  white  vase  and  bowl  on  it.  A  kneel- 
ing bare-legged  man  in  red  and  yellow  holds  a  red  stick;  a 
standing  man  in  red  has  a  white  one.  Below,  at  the  extreme 


right,  is  part  of  a  white,  blue,  red,  and  pale  yellow  Chinese 
house;  a  figure  in  red,  white,  and  yellow  is  seen  to  the 
waist  by  a  railing. 

In  the  foreground  on  the  far  left  is  a  brown,  blue,  and 
dull  red  tree  with  large  pink  flowers;  two  multi-colored 
birds  are  seen  in  its  branches.  Farther  to  the  right  is  a  red 
fence  with  a  large  yellow,  red-tailed  parrot  sitting  on  it;  a 
smaller  bird  sits  on  a  flowering  tree  to  the  left.  On  the  far 
right  are  two  Indian  women  sitting  on  the  ground;  both 
are  dressed  in  red  and  yellow  (see  detail).  The  one  in  front 
has  a  pale  brown  Indian  two-ended  drum  slung  around 
her  neck;  the  one  behind  has  a  yellow  sitar  or  tambura.  A 
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red  stand  in  front  of  the  musicians  supports  some  gray 
vases.  There  are  fantastic  plants  on  the  islands  in  the  fore- 
ground, some  with  blue,  red,  purple,  and  white  flowers  or 
fruit.  The  one  on  the  extreme  right  has  dull  yellow  and 
blue  pomegranates. 

CONDITION 

The  repaired  and  rewoven  areas  are  especially  notice- 
able in  the  large  parrot  and  in  the  dark  ground  on  the 
lower  right  side.  Gaps  are  conspicuous  in  the  group  of 
horsemen. 


SOURCE  OF  THE  DESIGN 

Comparable  Indian  miniatures  have  been  identified  for 
the  girls  playing  a  drum  and  a  stringed  instrument,  the 
prince  sitting  on  a  rug  under  a  canopy  with  female  atten- 
dants on  either  side  and  the  standing  figure  in  the  front  of 
the  group  of  horsemen.22 

RELATED  TAPESTRIES 

The  design  of  the  version  made  for  Elihu  Yale  is  in 
reverse.23  It  is  wider,  showing  the  whole  of  the  Chinese 
house  with  a  man  by  a  railing,  partly  seen  on  the  extreme 
right  of  127a,  and  two  more  horsemen  on  the  other  side. 
The  tree  with  the  monkey  is  omitted  and  there  are  other 
small  differences.  A  second  Concert  at  Yale  University, 
also  in  reverse,  is  very  close  to  the  first,  though  it  is  less 
tall,24  and  an  example  at  Castle  Howard  is  also  reversed. 
A  Concert  that  was  sold  at  Sotheby's,  London,  July  24, 
25,  1939  (no.  101,  illus.),  is  like  127a,  though  less  tall, 
ending  immediately  above  the  fan-shaped  tree  with  three 
men  at  its  foot,  and  wider,  including  the  whole  house  on 
the  right  and  a  beetling  cliff  above  it;  the  tree  with  the 
monkey  is  omitted.25  The  set  at  The  Vyne,  Hampshire, 
owned  by  the  National  Trust,  includes  a  Concert;  it  is 
similar  to  127a  and  has  the  tree  with  the  monkey,  but  is 
not  as  tall.26  A  borderless  Concert  owned  by  M.  Harris  & 
Sons,  London,  in  1950,  is  in  reverse  to  127a.  It  shows  the 
whole  of  the  house  with  the  figure  by  the  railing,  but  ends 
immediately  beyond  the  man  carrying  two  boxes  over  his 
shoulder;  the  group  of  horsemen  is  replaced  by  a  second 
standing  man.27  A  version  of  the  Concert  was  apparently 
among  a  set  of  three  pieces  sold  at  Sotheby's,  March  17, 


1950  (no.  141;  described  as  including  "a  seated  man  with 
six  female  attendants").  Another  set  of  three  was  sold  by 
Lady  Sackville  at  Brighton,  June  25-July  3,  1923  (nos. 
1280-82,  two  illus.),  one  of  which  contained  most  of  the 
Concert  motifs. 

Individual  motifs  are  sometimes  found  on  tapestries  of 
this  type  in  combination  with  others  not  in  1 27a.  The  man 
smoking  outside  a  tent  and  the  monkey  up  a  tree  are  on 
one  of  the  tapestries  formerly  owned  by  the  late  Christabel, 
Lady  Abercon way  (signed  "M.  Mazarind"),28  and  the  lat- 
ter on  a  piece  in  the  L.  V.  Hart  sale,  Christie's,  London, 
November  12,  1962  (no.  162,  illus.).  Three  standing 
women  of  the  seated  prince  group  appear  on  a  tapestry 
sold  at  Sotheby's,  London,  December  10,  1965  (no.  30, 
illus.).  The  large  parrot  is  seen  on  the  fragments  of  a  tapes- 
try of  this  type,  which  also  include  the  harpist,  owned  by 
the  marquess  of  Linlithgow,  Hopetoun  House,  West 
Lothian.  The  man  smoking  has  the  complete  tent  behind 
him  on  a  tapestry  from  Ickwell  Bury,  sold  by  John  Harvey, 
at  Knight,  Frank  and  Rutley,  London,  November  11, 
1927  (no.  4,  illus.),  now  in  the  C.  L.  David  Collection, 
Copenhagen.  The  two  pieces  joined  to  make  one  panel 
from  Mawley  Hall,  sold  at  Christie's,  July  7,  1932  (no. 
118),  show  the  two  musicians,  as  does  a  piece  in  the 
Barbican  House  Museum,  Lewes,  Sussex,  and  one  of  the 
three  pieces  sold  from  Godmersham  Park,  Kent,  by 
Christie's,  June  6-9, 1983  (no.  79,  illus.),  that  was  owned 
by  the  Munich  dealer  Eberhard  Hermann  later  the  same 
year. 


127b  The  Toilet  of  the  Princess 

DESCRIPTION 

Near  the  top  on  the  left  is  a  round,  dull  yellow  face, 
presumably  representing  the  sun.  The  island  on  the  upper 
left  side  is  mountainous,  with  dark  blue-gray  Chinese- 
style  rocks;  a  yellow,  red,  and  blue  parrot  perches  on  a 
bush  at  the  top.  A  castle  with  dark  blue  windows  is  seen 
below  it.  On  a  beetling  crag  to  the  right  are  two  standing 
men  and  one  seated  man  in  pale  blue,  red,  and  white. 
Below  them  is  a  bridge  with  red  railings;  on  it  are  a  man  in 
pale  red,  with  a  servant  in  pale  blue  holding  a  white  para- 
sol over  his  head,  and  a  Chinese  boy  in  pale  red  carrying 
two  pale  blue  boxes  with  yellow  fringes  slung  on  a  stick 
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127b 


over  his  shoulder.  The  bridge  leads  to  a  temple  in  red, 
white,  blue,  and  yellow.  A  palm  tree  stands  on  the  right, 
with,  below  it,  a  kneeling  man  in  yellow  with  a  red  cap, 
holding  a  blue  dish.  Beside  him  is  a  standing  man  in  Indian 
dress  with  a  red  striped  scarf.  The  island  above  this  group 
supports  a  crouching  man  in  blue  and  white,  a  seated  man 
in  a  red  jacket  holding  his  hands  clasped  over  his  head,  a 
blue  vase,  and  a  standing  man  in  pale  red  and  blue.  Below 
and  to  the  right  is  a  date  palm  with  a  ringed  dull  yellow 
trunk  and  fruit.  Beside  it  is  a  group  of  Chinese  musicians. 
A  kneeling  man  in  lavender-gray  and  a  red  cap  holds  a  dull 
yellow  instrument.  A  woman  standing  beside  him  has  a 
red-outlined  chime  gong;  she  wears  a  pale  blue  jacket, 
yellow  skirt,  and  red-striped  scarf.  A  seated  woman  in  pale 
yellow  with  red  stripes  and  flowers;  a  standing  man  with  a 
red,  white,  and  blue  headdress  and  red  and  yellow  cos- 
tume; and  a  girl  beside  him,  with  a  similar  headdress,  in 
white  and  yellow,  play  various  instruments.  A  dancing 
man  in  red  with  blue  stockings  raises  a  red  triangular 
instrument  above  his  head.  On  the  right  is  part  of  an 
openwork  temple  in  white,  gray,  and  pale  yellow  with  a 
bird  perched  on  the  roof.  There  are  red  swags  above  the 
entrances  and  a  red  carpet  with  blue  flowers  is  spread  in 
front  of  the  central  opening. 

On  the  far  left,  below  the  mountain,  is  a  pale  yellow 
flying  bird  with  a  pale  blue  tail  and  red  stripes  and  blue 
spots  on  its  wings.  To  the  right,  below  the  temple,  is  a  pale 
blue  plant  with  huge  dull  yellow  fruit,  possibly  intended  to 
represent  pineapples.  On  the  same  island  is  an  Indian 
woman  in  yellow,  with  red  stripes,  and  pale  blue;  she 
holds  a  small  child  in  one  arm  and  extends  her  other  hand 
to  a  boy  in  pale  yellow  with  red  socks.  On  the  left,  below 
the  bridge,  is  a  barefoot  Indian  couple.  He  sits  on  the 
ground  with  the  woman  on  his  lap,  holding  a  long-necked 
bottle.  He  is  in  yellow,  with  a  red  and  yellow  turban,  she, 
in  red,  yellow,  and  blue.  Below  the  standing  woman  with 
two  children  is  a  pale  brown  tree  with  red  flowers  and  a 
blue  and  yellow  parrot  sitting  in  it.  The  island  to  the  right 
is  largely  covered  by  a  blue  and  white  rug  with  red  and 
yellow  ornamentation.  A  woman  in  yellow  with  a  blue, 
white,  and  pink  halo-like  headdress  sits  on  the  rug;  an 
attendant  in  yellow  and  red  on  the  left  holds  a  yellow  tray 
with  a  blue  and  yellow  jug  and  cups  on  it.  In  the  back- 
ground is  a  red  sofa  with  two  girls  in  yellow,  red,  and  blue 
sprawled  across  it;  one  holds  a  yellow  looking  glass.  In 


front  is  a  low  gray  and  brown  table  with  blue  and  yellow 
vases  on  it. 

The  foreground  island  at  the  far  left  has  a  small  tree 
with  red  flowers  and  two  crested  birds  in  red,  blue,  yellow, 
and  gray  perched  on  the  trunk.  To  the  right  is  a  large  red 
parrot  with  blue  and  yellow  wing  and  tail  feathers,  and 
yellow  beak,  eye,  and  feet.  Behind  its  tail  is  a  tall  strange 
blue  and  white  growth  and  a  tree  with  red  roses  and  a  blue 
and  yellow  parrot.  The  foreground  island  on  the  right, 
beside  trees  and  plants  with  red,  white,  and  blue  flowers, 
supports  a  tall  palm  tree  with  red  and  yellow  fruit;  on  the 
trunk  is  a  yellow  monkey  with  red  eyes  and  white  beard. 
Just  above  the  lower  border  are  small  stands  of  blue  and 
white  reeds,  as  if  the  dark  background  was  here  intended 
to  represent  water. 

CONDITION 

Repaired  areas  and  gaps  are  particularly  apparent  in  the 
costumes  of  the  seated  couple  and  of  the  group  on  the  rug. 

SOURCE  OF  THE  DESIGN 

A  comparable  Indian  miniature  has  been  identified  for 
the  man  with  a  woman  on  his  lap.29 

RELATED  TAPESTRIES 

The  design  of  the  version  made  for  Elihu  Yale  is  in 
reverse.30  It  is  narrower  than  127b,  ending  just  beyond  the 
three  people  on  the  beetling  cliff  on  one  side  and  the  group 
of  musicians  on  the  other.  An  example  at  Castle  Howard 
is  also  reversed.  What  is  apparently  a  fragment,  showing, 
in  reverse,  the  left  side  of  127b,  from  the  figures  on  the 
railed  bridge  to  the  standing  man  on  the  other  side  of  the 
temple,  was  in  a  set  of  three  pieces  sold  at  Sotheby's, 
London,  March  17,  1950  (no.  141,  illus.).  Most  of  the 
right  side  of  1 27b  appears  as  the  left  side  of  a  tapestry  sold 
at  Weinmuller,  Munich,  December  9, 10,  i960  (no.  377, 
illus.),  but  no  other  published  tapestry  repeats  a  large 
number  of  the  motifs.  The  temple,  the  woman  and  child, 
the  crouching  and  standing  worshipers,  and  the  date  palm 
appear  on  a  tapestry  sold  at  Sotheby's,  London,  December 
10,  1965  (no.  30,  illus.);  the  temple  on  one  sold  at  the 
same  auction  house,  May  29,  1964  (no.  69,  illus.);  the 
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openwork  building  (on  the  extreme  right  of  127b),  seen  in 
its  entirety,  with  an  idol  standing  on  the  carpet  in  front  of 
it,  in  the  piece  owned  by  Sir  Alfred  Beit;  the  openwork 
building  in  its  entirety  in  the  Harpist  (or  Promenade)  at 
Yale,31  in  a  piece  sold  at  Sotheby's,  London,  June  17, 
1969  (no.  25,  illus.),  with  the  harpist  and  other  motifs 
from  the  Harpist,  and  in  the  James  W.  Barney  sale,  Parke- 
Bernet,  New  York,  May  8,  1948  (no.  134,  illus.),  also  as 
part  of  the  Harpist.  A  panel  in  the  Barbican  House  Mu- 
seum, Lewes,  has  the  woman  holding  a  child  by  the  hand, 
the  temple  above  them,  and  the  man  with  the  woman  on 
his  lap.  The  marquess  of  Linlithgow's  fragment  repro- 
duces the  left  side  with  the  motifs  reversed;  a  man  on 
horseback  from  the  group  of  designs  known  as  the  Tea 
Party  is  seen  on  the  right. 
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128  Arabesques 


From  a  set  of  three  or  more  pieces 

English  (London) ;  possibly  designed  by  Andien  de  Clermont 
(fl.  1716-1783)  and  probably  woven  by  Joshua  Morris 
(fl.  1700-172.8),  1720—30. 

Wool  and  silk. 

8  ft.  10  in.  x  9  ft.  7  in.  (2.69  m  x  2.92  m). 
20—22  warps  per  inch,  9-10  per  centimeter. 
Gift  of  Mrs.  Screven  Lorillard,  1952  (52.195.22). 


DESCRIPTION 

A  large  gray  and  pale  yellow  vase  in  the  center  is  filled 
with  flowers  and  leaves  in  shades  of  red,  green,  pale  yellow 
and  cream;  tulips,  Easter  lilies,  a  sunflower,  and  roses  can 
be  distinguished.  On  the  left,  is  a  pale  yellow  cockatoo 
with  a  red  crest;  on  the  right,  a  pale  yellow  and  brown 
owl.  Below  each  bird  is  a  dull  yellow  basket  filled  with 
flowers  and  leaves  in  the  same  colors  as  those  in  the  vase. 
Above  the  birds  are  floral  swags  in  the  same  colors.  The 
vase  stands  on  a  gray,  blue,  and  yellow  support,  the  birds 
on  dull  yellow  acanthus  leaves.  All  the  main  motifs  are 
surrounded  by  an  elaborate  framework,  with  tan  bands 
edged  with  dark  blue  and  acanthus  scrolls  and  leaves  in 
red,  blue,  and  yellow.  Thin  sprays  of  flowers  and  leaves  in 
the  same  colors  spring  from  the  framework  on  both  sides 
of  the  tapestry.  The  ground  is  pale  yellow-gray  behind  the 
vase,  birds,  and  swags,  pale  greenish  gray  behind  the  bas- 
kets, and  yellow  outside  the  framework. 

The  border  is  edged  with  pale  tan  inner  and  outer 
bands,  decorated  with  small  flowers  and  spots  in  yellow 
and  brown.  The  ground  of  the  main  section  is  pale  green- 
ish gray.  There  are  shell  forms  in  yellow  and  pale  red  at  the 
corners  and  stylized  flower  and  scroll  forms  in  red,  blue, 
yellow,  and  gray  in  the  center  of  each  side.  Between  these 
are  twisting  sprays  of  naturalistic  flowers  and  leaves  in 
shades  of  red,  blue,  yellow,  and  green.  The  guards  are  in 
several  shades  of  brown  and  are  largely  original. 

CONDITION 

Areas  that  now  appear  as  tan,  notably  the  inner  and 
outer  framing  bands  of  the  borders  and  some  of  the  scroll- 
work in  the  center,  were  originally  a  deep  dull  terra-cotta. 


SOURCE  OF  THE  DESIGN 

The  designs  of  tapestries  of  this  type  have  been  attrib- 
uted to  Andien  de  Clermont  on  stylistic  grounds;1  his 
painted  ceiling  of  the  Monkey  Room  at  Kirtlington  Park, 
Oxfordshire,  shows  similar  birds,  including  an  owl,  and 
vases.2  The  scrolling  forms  in  several  colors,  separating 
dark  and  light  areas,  are  found  on  wall  panels,  one  signed 
by  Clermont  and  dated  1742,  in  a  private  collection.3  The 
artist's  debt  to  contemporary  French  tapestry  design  has 
been  pointed  out.4 

WEAVER  AND  DATE 

Though  none  of  the  pieces  in  this  set  has  a  weaver's 
mark,  some  tapestries  in  the  same  style  are  inscribed  "I. 
Morris"  and  dated  1723.  The  identification  of  "L  Morris" 
with  Joshua  Morris  of  Frith  Street,  Soho,  and  the  Golden 
Ball  in  Pall  Mall,  has  been  generally,  though  not  univer- 
sally, accepted. 

RELATED  TAPESTRIES 

128  and  two  other  pieces  of  the  same  set  were  owned  by 
Lionel  Harris  of  the  Spanish  Art  Gallery,  London,  in 
1930.5  Both  companion  pieces  were  in  the  Mrs.  A.  Hamil- 
ton Rice  sale,  Parke-Bernet,  New  York,  October  23, 1965 
(nos.  343,  344,  one  illus.).  One,  with  a  bust  in  the  center, 
was  acquired  by  the  Museum  of  Fine  Arts,  Boston;6  the 
other,  with  two  busts,  which  had  been  in  the  Mrs.  John  E. 
Rovensky  sale,  Parke-Bernet,  January  19,  1957  (no. 
1018),  was  sold  at  Christie's,  London,  March  12,  1970 
(no.  155,  illus.). 

Another  version  of  128  was  in  the  Samuel  Untermyer 
sale,  Parke-Bernet,  May  17, 1940  (no.  903,  illus.),  and  the 
Alvin  Untermyer  sale  at  the  same  auction  house,  October 
2,  3, 1964  (no.  373,  illus.,  called  Beauvais,  about  1710).  It 
has  no  border,  the  owl  is  replaced  by  a  parrot,  and  there 
are  differences  in  the  flower  sprays  and  scrollwork.  A  very 
similar  piece  from  the  W.  S.  Bell  collection  was  sold  at 
Christie's,  April  10,  1975  (no.  138,  illus.);  the  central 
vase,  the  cockatoo  (on  the  right),  and  one  of  the  flower 
baskets  are  the  same  as  those  of  128.  There  are  more 
flower  sprays  and  four  small  birds  are  perched  on  the 
lower  strapwork.  There  is  a  narrow  border. 
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A  set  of  six  pieces,  four  large  and  two  small,  with  very 
similar  borders,  is  owned  by  Viscount  Cobham  at  Hagley 
Hall,  Worcestershire;  one  is  signed  "I.  Morris."7  Three 
pieces,  one  large  and  two  small,  were  owned  by  W.  D. 
Wauchope  of  Edmonstone  House,  Midlothian,  and  sold 
at  Dowells,  Edinburgh,  November  20, 1936  (no.  147,  all 
illus.);  they  were  later  in  Kensington  Palace,  owned  by 
Prince  Michael  of  Kent.8  One  piece  has  the  same  design  as 
the  central  unit  of  the  third  tapestry  in  the  same  set  as  1 28, 
a  vase  of  flowers,  flanked  by  parrots,  with  a  monkey, 
pheasant,  and  squirrel  below. 

A  panel  owned  by  the  London  dealer  Mallett  in  1975 
shows  the  design  of  the  left  side  of  128  with  the  cockatoo, 
but  with  two  smaller  birds  above  the  basket  of  flowers.  A 
set  of  three  pieces  made  in  the  1720s  is  at  Squerryes  Court, 
Kent,  owned  by  Major  J.  R.  O'B.  Warde.9  One  has  the 
central  vase  and  cockatoo  of  128  and  the  other  two  both 
include  the  eagle  with  spread  wings  of  the  Boston  exam- 
ple; it  is  also  found  on  a  piece  in  the  Gubbay  Collection  at 
Clandon  Park,  Surrey,  owned  by  the  National  Trust.  Sev- 
eral pieces  belong  to  the  earl  of  Ancaster  at  Grimsthorpe 
Castle,  Lincolnshire  (formerly  at  Normanton  Park,  Rut- 
land); the  borders  are  close  to  those  of  128  and  the  eagle 
and  a  pheasant  that  are  found  on  the  other  pieces  of  the  set 
are  present.  One  piece  is  signed  "I.  Morris."  The  set  was 
made  for  Sir  Gilbert  Heathcote  about  1723. 10  Two  pieces 
were  in  the  sale  of  Edward  H.  Clive  of  Perrystone  Court, 
Herefordshire,  at  Christie's,  July  20, 19 16  (nos.  111,112, 
illus.).  One  of  these  (no.  111)  was  in  the  Mrs.  John  E. 
Rovensky  sale,  Parke-Bernet,  January  15-19,  1957  (no. 
1017,  illus.).  It  is  signed  "I.  Morris"  and  dated  1723 ;  it  has 
the  spread-winged  eagle.  The  other  was  owned  by  the 
New  York  dealers  Seidlitz  and  Van  Baarn  in  1934;11  lt  has 
the  same  vase  of  flowers  and  the  parrot  with  spread  wings 
that  appear  on  the  Boston  tapestry.  An  exact  replica  of 
this  piece  is  in  the  Victoria  and  Albert  Museum.12  A  piece 
sold  at  Sotheby's,  London,  January  29,  i960  (no.  85, 
illus.),  and  at  Christie's,  November  18, 1982  (no.  3,  illus.), 
was  owned  by  the  Munich  dealer  Bernheimer  in  1983; 13 
it  has  a  basket  of  flowers  very  similar  to  that  on  the  left 
of  128  in  the  same  framework.  One  spread- wing  parrot  of 
the  Boston  tapestry  is  also  seen  on  one  piece  of  a  set 
of  three  in  the  Bosanquet  collection,  Dingestow  Court, 
Monmouthshire;  these  have  no  borders.  The  Victoria  and 
Albert  Museum  owns  two  pieces  (inv.  nos.  T.32,33— 
1979)  that  had  belonged  to  the  Strickland  family  and  have 


a  frieze  of  cresting  inside  the  borders,  not  found  on  other 
examples.14  What  are  presumably  pieces  of  the  same  type 
were  in  the  sale  of  John  Harvey  of  Ickwell  Bury,  held  at 
Frank,  Knight  and  Rutley,  London,  November  11,  1926 
(no.  6),  and  a  long,  narrow  piece  sold  at  Christie's,  Decem- 
ber 2, 1926  (no.  49),  inscripted  "Supra  fernestram  [sic]" 
Tapestries  of  a  related  type,  but  possibly  from  another 
workshop,  are  a  panel  in  the  Victoria  and  Albert  Mu- 
seum15 and  one  in  the  Ulster  Museum,  Belfast;  the  latter 
includes  two  nude  children  as  well  as  three  vases  of  flow- 
ers.16 An  embroidery  closely  related  to  128  is  owned  by 
the  duke  of  Northumberland;17  it  appears  to  have  been 
copied  from  the  tapestry  formerly  in  the  Alvin  Untermyer 
collection. 

A  chair  back  in  the  Victoria  and  Albert  Museum  has  a 
bunch  of  flowers  within  surrounding  strapwork  and  acan- 
thus leaves  exactly  like  those  of  128;  it  must  have  been 
made  for  furniture  intended  to  accompany  wall  hangings 
of  this  series.18  A  long  panel  in  the  Viscount  Leverhulme 
sale,  Anderson  Galleries,  New  York,  February  9-13, 
1926  (no,  488,  illus.),  has  three  floral  motifs,  of  which  the 
central  one  is  very  close  to  the  basket  of  flowers  on  the  left 
of  128;  it  appears  to  be  made  up  of  three  fragments,  pos- 
sibly furniture  upholstery.  A  five-panel  screen  in  the  Green 
Drawing  Room,  Warwick  Castle,  has  the  white  cockatoo 
with  a  red  crest  seen  on  the  left  side  of  128  reversed. 


HISTORY 

Owned  by  the  Spanish  Art  Gallery,  London,  1930. 
In  the  collection  of  J.  Insley  Blair,  Tuxedo  Park,  New  York. 
Lent  to  the  MMA  by  Mrs.  J.  Insley  Blair,  1943—49. 
Given  to  the  MMA  by  her  daughter,  Mrs.  Screven  Lorillard, 
1952. 

PUBLICATIONS 

Marillier,  H.  C.  English  Tapestries  of  the  Eighteenth  Century. 
London,  1930,  p.  10.  Mentioned  as  one  of  a  set  of  three 
owned  by  the  Spanish  Art  Gallery,  woven  by  Joshua  Morris; 
sets  from  Perrystone  Court,  Grimsthorpe,  and  Hagley  Hall 
listed,  as  well  as  similar  tapestries  formerly  at  Meresworth 
Castle,  Kent;  at  West  Dean  Park,  Sussex;  and  sold  by  Colonel 
Harvey  of  Ickwell  Bury. 

Gobel.  Wandteppiche  III,  vol.  2,  p.  196.  Mentioned  as  part  of 
the  Spanish  Art  Gallery  set. 

MMA  Annual  Report  1943,?.  34.  Mentioned  as  lent  by  Mrs.  J. 
Insley  Blair. 


727 


128 


MMA  Annual  Report  1952.  In  MMA  Bulletin,  n.s.  12  (1953— 
54)  p.  19.  Listed. 

Remington,  Preston.  "The  Galleries  of  European  Decorative 
Art  and  Period  Rooms."  MMA  Bulletin,  n.s.  13  (1954—55) 
pp.  69, 121,  illus.  Said  to  be  in  the  style  of  Joshua  Morris  and 
dated  1700-25. 

Cavallo,  Adolph  S.  Tapestries  of  Europe  and  of  Colonial  Peru 
in  the  Museum  of  Fine  Arts,  Boston.  Boston,  1967,  p.  169. 
Mentioned  as  belonging  to  the  same  set  as  the  tapestry  in 
Boston;  Andien  de  Clermont  considered  as  possibly  the  de- 
signer; French  elements  in  the  design  enumerated;  identifica- 
tion of  the  weaver,  "I.  Morris,"  as  Joshua  Morris  considered 
probable,  but  not  certain,  with  either  his  house  in  Soho  or  his 
shop  in  Pall  Mall  as  the  place  of  weaving;  dated  1700—50; 
other  tapestries  of  the  type  listed. 


NOTES 

1.  Edward  Croft-Murray,  Decorative  Painting  in  England,  1537— 
1837,  vol.  2  (London,  1970)  pp.  40, 192. 

2.  Francis  Lenygon,  Decoration  in  England  from  1640  to  1760,  2nd 
ed.,  rev.  (London,  1927)  p.  199,  fig.  211. 

3.  Rococo,  Art  and  Design  in  Hogarth* $  England,  exh.  cat,,  Victoria 
and  Albert  Museum  (London,  1984)  no.  C12. 

4.  Cavallo,  Tapestries,  p.  166. 

5.  Marillier,  English  Tapestries,  p.  10. 

6.  Cavallo,  Tapestries,  pp.  166-70,  no.  53,  illus. 


7.  Hagley  Hall . . .  Official  Guide  (n.p.,  n.d.)  illus.  inside  back  cover, 
three  pieces  on  wall  of  Tapestry  Room;  George  Wingfield  Digby, 
"English  Tapestries  at  Burlington  House,"  Burlington  Magazine 
97  (T955)  P-  39°>  fig-  35  (one)»  described  as  woven  by  Joshua 
Morris  of  Soho,  probably  after  designs  by  Andien  de  Clermont, 
1725-50. 

8.  M.J.,  "The  Collection  of  H.R.H.  the  Duke  of  Kent  at  3,  Belgrave 
Square,"  Country  Life  8 3  (May  7, 1938)  p.  lxxxviii,  one  described. 

9.  Arthur  Oswald,  "Squerryes  Court,  Westerham,  Kent — III:  The 
House  of  Major  and  Mrs.  J.  R.  O'B.  Warde,"  Country  Life  143 
(June  27,  1968)  p.  1754,  figs.  6,  7  (set  seen  on  walls  of  Tapestry 
Room);  Therle  Hughes,  "The  Elegance  of  English  Tapestries," 
Country  Life  151  (January  27, 1972)  p.  193,  fig.  5  (one). 

10.  Christopher  Hussey,  "Grimsthorpe  Castle — III,  Lincolnshire,  the 
Seat  of  the  Earl  of  Ancaster,"  Country  Life  55  (April  26,  1924)  p. 
656,  fig.  8,  illus.  (on  walls  of  Blue  Drawing  Room);  Illustrated 
Catalogue  of  the  Loan  Exhibition  of  English  Decorative  Art, 
Lansdowne  House  (London,  1929)  nos.  346,  347,  illus.;  Hughes, 
"The  Elegance  of  English  Tapestries,"  p.  192,  cover  illus. 

11.  Gobel,  Wandteppiche  III,  vol.  2,  pi.  158a, 

12.  A.  F.  Kendrick,  Catalogue  of  Tapestries,  Victoria  and  Albert  Mu- 
seum (London,  1924)  no.  7,  pi.  6.  The  tapestries  in  this  museum 
were  not  destroyed  in  1976  when  the  rest  of  the  textile  collection 
was  lost  ("Textiles  and  Costumes  in  the  Ulster  Museum,"  Irish  Arts 
Review  1  [1984]  p.  36). 

13.  Kunst  und Antiquitdten  4  (July-August  1983)  p.  100,  illus. 

14.  Clive  and  Jane  Wainwright,  "Letter  from  London,"  Antiques  118 
(1980)  p.  260,  one  illus. 

15.  Kendrick,  Catalogue,  no.  7a,  pi.  7. 

16.  W.  G.  Thomson,  Tapestry  Weaving  in  England  (London,  19 14)  pi. 
56. 

17.  English  Decorative  Art,  Lansdowne  House,  no.  345,  pi.  69. 

18.  Kendrick,  Catalogue,  no.  7c. 
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129  Portrait  of  George  II 


Irish  (Dublin);  woven  by  John  van  Beaver  (fl.  1727— 1750), 
possibly  in  the  workshop  of  Robert  Baillie 
(fl.  1727-173 5),  Abbey  Street,  i73*-37- 

Wool  and  silk. 

2  ft.  53A  in.  x  1  ft.  1 13/4  in.  (76  cm  x  60  cm). 
21-22  warps  per  inch,  9  per  centimeter. 
Gift  of  Irwin  Untermyer,  1964  (64.101. 13  31). 

DESCRIPTION 

The  king  has  brown  eyes  and  red  lips.  He  wears  a  gray 
and  pale  brown  wig  and  a  white  lace  neckpiece.  His  robe  is 
red,  with  an  ermine  cloak  in  white,  gray,  brown,  and  black 
covering  his  right  side.  The  Order  of  the  Garter  is  in  shades 
of  brown,  tan,  and  dull  red,  with  blue  discs;  these  have 
meaningless  lettering  in  dull  yellow.  The  George  is  in  blue, 
tan,  and  white.  There  are  pink  bows  at  the  king's  shoul- 
ders. The  background  is  light  tan. 

The  original  frame  is  inscribed  at  the  top: 

The  Workemanship  of  John  Vanbeaver 
Ye  Famous  Tapistry  Weaver. 

Below: 

Alexr  Riky 
Master 
Richd  Whelling  ]  Wardens. 
Willm  Beasley.  J  a.d.  173  8. 


CONDITION 

Undamaged  except  for  a  dark  spot  in  the  upper  right 
background. 

SUBJECT 

George  II  (born  1683,  reigned  1727-60)  is  shown  as  he 
was  in  1716,  rather  than  as  he  was  in  1738.  The  names  of 
the  Master  and  Wardens  of  the  Weavers'  Guild  for  1738 
appear  in  the  Guild  records  as  Alexander  Riky,  Richard 
Whelling,  and  William  Beasley.1 

SOURCE  OF  THE  DESIGN 

The  design  is  adapted  from  a  mezzotint  of  171 7  by  John 
Smith  after  a  painting  by  Geoffrey  Kneller  of  1 716,  show- 


ing George  II  as  Prince  of  Wales.2  Though  the  head  is 
turned  to  the  right  in  both  the  print  and  the  tapestry,  the 
George  is  reversed  in  the  tapestry.  The  king's  wig  falls 
behind  both  shoulders  in  the  print,  and  his  costume, 
though  more  elaborate,  is  quite  comprehensible;  it  has 
been  rendered  illogical  in  the  tapestry.  The  bow  on  the  left 
shoulder  is  an  addition. 


WEAVER  AND  DATE 

Robert  Baillie,  a  Dublin  upholsterer,  said  in  a  petition  to 
the  Irish  House  of  Lords  dated  February  6,  1727,  that  he 
had  "brought  into  this  Kingdom  from  Great  Britain, 
France  and  Flanders,  a  sufficient  number  of  exceeding 
good  Tapestry- Weavers";  in  another  petition,  of  Febru- 
ary 26,  1732,  that  he  had  "sent  to  England  and  Flanders 
for  drawings  and  workmen  and  particularly  for  a  famous 
face-maker."  This  man,  unless  he  was  a  painter,  may  have 
been  John  van  Beaver,  who,  judging  by  his  name,  must 
have  come  from  Flanders.  The  making  of  the  frame  of  129 
was  authorized  by  the  Weavers'  Guild  on  January  1, 
1738;  the  record  in  the  Guild's  Minute  Book  says  that  the 
tapestry  "was  made  a  present  of  by  John  Van  bever  [sic]  to 
the  Corporation."  Van  Beaver  could  thus  have  woven  the 
tapestry  at  any  time  between  his  arrival  in  Dublin  and  the 
end  of  1737.  His  name  appears  on  the  Defence  of  Lon- 
donderryone  of  two  tapestries  now  in  the  Bank  of  Ireland, 
made  for  the  House  of  Lords  of  the  Dublin  Parliament 
House  in  1732  as  part  of  an  historical  series  under  the 
direction  of  Robert  Baillie.3  But  Baillie's  name  does  not 
appear  after  173  5  and  John  van  Beaver  is  known  to  have 
made  tapestries  after  this  date,  probably  in  his  own  house 
at  World's  End  Lane,  Dublin,  where  he  died  in  1750.4  Van 
Beaver  may  thus  have  made  the  portrait  under  Baillie's 
direction,  or  independently. 

RELATED  TAPESTRIES 

A  tapestry  head  of  George  II  by  Philip  Troye,  at  one 
time  a  pupil  of  van  Beaver's,  won  a  prize  offered  by  the 
Dublin  Society  in  175 1,  but  it  has  not  been  identified.5 

An  almost  identical  design  was  used  for  the  medallion 
with  a  head  of  William  III  in  the  upper  border  of  the  Battle 
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of  the  Boyne  made  for  the  Irish  House  of  Lords,  1728—3  2, 
by  van  Beaver  working  under  Robert  Baillie.6  The  long 
wig  is  more  appropriate  for  William  than  it  is  for  George. 


HISTORY 

Presented  by  John  van  Beaver  to  the  Weavers'  Guild,  Dublin, 
before  January  1,  1738.  In  this  year,  the  Guild  decided  to 
erect  a  new  hall,  which  was  built  in  1745.  The  tapestry  hung 
in  the  principal  room  upstairs  until  the  Guild  was  abolished 
in  1 840. 7  It  was  bought,  presumably  at  this  time,  by  Richard 
Atkinson,  a  textile  manufacturer,  and  hung  in  his  Poplin 
Warehouse.8 

Sold  at  Christie's,  London,  March  12,  1959,  no.  140,  illus.,  as 
the  "property  of  Messrs.  Richard  Atkinson  &;  Co.,  Ltd., 
weavers  of  Royal  Irish  Poplin,  College  Green,  Dublin." 
Bought  by  J.  A.  Lewis. 

Owned  by  H.  Blairman  &  Sons,  London,  1959. 

In  the  collection  of  Irwin  Untermyer,  New  York,  1959. 

Given  to  the  MM  A  by  Irwin  Untermyer,  1964. 


EXHIBITIONS 

London,  Grosvenor  House,  Antique  Dealers'  Fair,  1959.  Ex- 
hibited by  H.  Blairman  &  Sons. 

New  York,  MMA,  1977.  Highlights  of  the  Untermyer  Collec- 
tion, cat.  no.  373,  illus. 


PUBLICATIONS 

Wright,  G.  N.  An  Historical  Guide  of  Ancient  and  Modern 
Dublin.  London,  1821,  p.  212.  Account  of  Weavers'  Hall, 
including  the  "principal  room"  with  "a  portrait  of  one  of  the 
La  Touches.  .  . .  There  is  only  one  other  portrait,  which  is  of 
George  II,  worked  in  tapestry,  and  on  the  frame  is  the  follow- 
ing juvenile  specimen  of  poetry,  but  very  expressive  sentence: 

'The  workmanship  of  John  Vanheaver  [sic] 
Ye  famous  tapestry  Weaver.' 

This  is  extremely  well  executed." 

Stubbs,  William  Cotter.  "Weavers'  Guild."  Journal  of  the 
Royal  Society  of  Antiquaries  of  Ireland  46  (19 19)  p.  65. 
Mentioned  in  a  quotation  from  articles  by  Edward  Evans  on 
the  ancient  guilds  of  Dublin,  published  in  the  Evening  Tele- 
graph, 1894,  1895.  As  owned  by  Messrs.  Atkinson,  of  Col- 
lege Green,  and  hanging  in  their  establishment. 


Warner,  Frank.  The  Silk  Industry  of  the  United  Kingdom.  Lon- 
don, about  1921,  p.  376,  pi.  xli.  Described  as  "on  the  walls 
of  Atkinson's  Poplin  Warehouse  in  College  Green  .  .  .  for- 
merly hung  over  the  fire-place  in  the  Weavers'  Hall .  .  .  pur- 
chased from  the  Weavers'  Corporation  by  Mr.  Richard 
Atkinson."  The  statement  that  the  tapestry  "is  believed  to 
have  been  awarded  a  prize  by  the  Royal  Dublin  Society"  has 
no  foundation  in  fact. 
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Marillier,  H.  C.  English  Tapestries  of  the  Eighteenth  Century, 
London,  1930,  p.  98.  Mentioned  as  "a  remarkable  portrait  of 
King  George  II  by  Vanbeaver,  said  to  have  been  woven  in 
Ireland." 

Longfield,  Ada  K.  "History  of  Tapestry-making  in  Ireland  in 
the  17th  and  1 8th  Centuries."  Journal  of  the  Royal  Society  of 
Antiquaries  of  Ireland  68  (1938)  p.  99,  pi.  xi.  As  owned  by 
Messrs.  Atkinson.  Inscription  on  frame  quoted. 

Longfield,  Ada  K.  "Some  Tapestry  Makers  in  Ireland."  Burling- 
ton Magazine  85  (1944)  pp.  254,  257,  pi.  11  c.  Related  to 
medallions  in  the  tapestries  woven  by  John  van  Beaver  in 
Robert  Baillie's  manufactory  for  the  Irish  House  of  Lords, 
now  in  the  Bank  of  Ireland.  Document  about  purchase  of 
frame,  1738,  quoted  in  full. 

Longfield,  Ada  K.  "Two  Small  Dublin  Tapestries  of  the  18th 
Century."  Journal  of  the  Royal  Society  of  Antiquaries  of 
Ireland  76  (1946)  p.  172.  Mentioned.  Said  to  show  van 
Beaver's  characteristic  "heather  mixture"  (use  of  two  differ- 
ently colored  threads  at  same  time). 

Longfield,  Ada  K.  "Further  18th  Century  Dublin  Tapestries." 
Journal  of  the  Royal  Society  of  Ireland  81  (195 1)  p.  34. 
Mentioned. 

Edwards,  Ralph.  The  Dictionary  of  English  Furniture.  2nd  ed. 

rev.,  London,  1954,  vol.  3,  p.  338.  Mentioned. 
King,  Donald.  "Textiles."  In  The  Early  Georgian  Period  17 14— 

1760.  Connoisseur  Period  Guide.  London,  1957,  p.  119. 

Mentioned. 


Leask,  Mrs.  A.  K.  "Correspondence:  i8th-Century  Irish  Tapes- 
try." Country  Life  125  (May  14, 1959)  p.  1088,  illus. 

"A  Tapestry  Portrait  of  George  II."  Connoisseur  144  (1959)  p. 
26,  illus.  color.  As  owned  by  H.  Blairman  &  Sons.  Style  and 
many  details  of  frame  related  to  the  borders  of  the  House  of 
Lords  tapestries;  portrait  of  William  III  said  to  be  almost 
identical. 

Sandilands,  G.  S.  "Antiques."  The  Studio  158  (1959)  p.  118, 
illus.  p.  121.  As  exhibited  by  H.  Blairman  &  Sons  at  the 
Antique  Dealers*  Fair,  London,  1959. 

Hackenbroch,  Yvonne.  English  and  Other  Needlework,  Tapes- 
tries and  Textiles  in  the  Irwin  Untermyer  Collection.  Cam- 
bridge, Mass.,  i960,  pp.  xlvii,  xlviii,  36,  37,  pi.  67,  fig.  101, 
color.  Said  to  be  based  on  the  John  Smith  mezzotint  after 
Kneller.  History  and  references  given. 


NOTES 

1.  Stubbs,  "Weavers'  Guild,"  p.  83. 

2.  Hackenbroch,  English  and  Other  Needlework,  p.  xlvii,  In.  fig.  49. 

3.  Longfield,  "Some  Tapestry  Makers,"  pp.  253-55. 

4.  Longfield,  "Two  Small  Dublin  Tapestries,"  p.  172. 

5.  Longfield,  "Two  Small  Dublin  Tapestries,"  p.  175. 

6.  Longfield,  "Some  Tapestry  Makers,"  pi.  1  B. 

7.  Stubbs,  "Weavers'  Guild,"  pp.  60,  64, 65. 

8.  Warner,  Silk  Industry,  p.  376. 
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130  Upholstery  panels 


Backs,  seats,  and  armrests  for  four  armchairs 

English  (London,  Soho);  probably  designed  by  Tobias 
Stranover  (1684-175  6),  and  woven  by  William 
Bradshaw  (fl.  1728— 1775),  about  1740. 

Wool  and  silk. 

Backs  approx.  2  ft.  4  in.  x  1  ft.  11  in.  (71  cm  x  58  cm); 
seats  approx.  2  ft.  4  in.  x  2  ft.  8  in.  (71  cm  x  81  cm); 
armrests  approx.  1  ft.  1  in.  x  6  in.  (33  cm  x  15  cm). 
21  warps  per  inch,  9  per  centimeter. 
Gift  of  Mrs.  Dannie  Heineman,  1966  (66.7 1.1  [130c]; 
66.71.2  [130b];  66.71.3  [130a];  66.71.4  [i3od]). 


DESCRIPTION 

Both  backs  and  seats  have  light  blue  grounds.  On  all 
four  sides  of  each  piece  are  scrolling  forms  in  gray  and  pale 
brown,  rendered  as  if  in  relief;  they  cast  shadows  in  two 
shades  of  darker  blue,  as  if  strongly  lit  from  the  upper 
right.  At  the  extreme  edge  of  the  left  and  right  of  each  back 
is  a  row  of  slightly  darker  blue  circles,  possibly  intended  as 
guides  to  the  upholsterer  in  mounting  the  covers.  The 
scrolling  forms  outline  irregular  medallions  with  pale  yel- 
low grounds;  at  the  bottom  of  each  back  they  support  a 
gray  and  brown  base  for  a  basket  or  a  vase.  The  rest  of  the 
design  inside  the  medallions  differs  on  each  piece. 

The  back  of  130a  has  a  yellow-brown  basket  with 
curved  sides  holding  a  mass  of  flowers  and  leaves  in  red, 
white,  blue,  pink,  and  green;  a  large  pink  and  white  rose 
hangs  over  the  edge  in  the  center.  In  130b  similar  flowers 
fill  a  straight-sided  basket,  with  a  wide-open,  red  and 
white  striped  poppy  in  the  center.  In  1 3  oc  a  gray  and  white 
vase,  probably  intended  to  represent  silver  or  glass,  is  filled 
with  similar  flowers,  a  spray  of  dark  blue  morning  glories 
hangs  down  on  the  left  and  a  red  and  yellow  poppy  is 
conspicuous  at  the  top.  i3od  has  a  bright  yellow  and  red 
vase  holding  similar  flowers,  including  the  morning  glories 
on  the  left,  but  there  is  no  poppy  at  the  top. 

The  seats  have  loosely  gathered  masses  of  flowers  and 
leaves,  each  different,  in  similar  colors.  The  eight  armrests 
are  alike,  except  that  each  pair  is  a  mirror  image.  The 
grounds  are  pale  yellow.  There  is  a  large  red  and  white 
flower  on  each,  and  smaller  blooms  and  leaves  in  red  and 
blue,  on  pale  yellow  grounds. 

130b 


CONDITION 

The  seats  and  armrests  are  badly  worn,  with  many  areas 
of  repair  and  others  with  bare  warps.  There  are  rewoven 
sections  at  the  front  corners  of  the  seats.  In  one  corner  of 
1 30c  this  section  is  an  added  piece,  with  the  warps  run- 
ning in  the  opposite  direction  to  those  of  the  seat  cover;  on 
the  other  chairs,  the  original  warps  have  been  used  with 
new  wefts. 


SOURCE  OF  THE  DESIGN 

The  attribution  of  the  designs  to  Tobias  Stranover  is 
based  on  the  great  similarity  between  130  and  the  tapestry 
upholstery  of  a  sofa  in  the  Lord  Brownlow  sale  (formerly 
at  Belton  House,  Lincolnshire),  Christie's,  London, 
March  14,  1929  (no.  78,  illus.).  The  sofa  upholstery  is 
inscribed  "Stranover — Bradshaw."1  As  Stranover  was  a 
painter  specializing  in  birds,  flowers,  and  still  life,  he  can 
be  supposed  to  have  designed  the  sofa  upholstery;  he  lived 
in  the  same  house  as  Bradshaw  from  1730  to  173 2  and 
may  have  been  his  partner  in  the  tapestry  manufactory.2 


WEAVER  AND  DATE 

The  "Bradshaw"  whose  name  appears  on  the  tapestry 
upholstery  of  the  sofa  formerly  in  the  Brownlow  collec- 
tion must  be  William  Bradshaw,  rather  than  his  successor 
at  the  Soho  workshop,  George  Smith  Bradshaw  (fl.  1755— 
1 8 12),  as  the  frame  of  this  sofa  is  dated  about  1720.  The 
frames  of  130  were  made  about  1740,  also  too  early  to  be 
covered  by  tapestry  woven  by  the  later  Bradshaw. 


RELATED  TAPESTRIES 

The  six  chairs  that  were  sold  with  the  sofa  in  the 
Brownlow  sale  (no.  78,  two  illus.)  have  very  similar 
bunches  of  flowers  in  gadrooned  vases,  standing  on  slabs 
supported  by  scrollwork.  But  the  scrolls  do  not  extend 
above  the  lowest  flowers,  which  are  therefore  not  enclosed 
in  medallions.  Two  chairs  with  very  similar  tapestry  up- 
holstery are  in  the  Victoria  and  Albert  Museum.3  A  set  of 
six  chairs  and  two  sofas  from  the  Chatsworth  Collection 
were  withdrawn  from  sale  at  Christie's,  June  26,  1958 
(no.  109,  one  settee  and  one  chair  illus.),  and  are  now  at 
Chatsworth;  the  chair  covers  have  central  medallions 
framed  by  scrollwork,  with  flowers  on  lighter  back- 
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grounds,  very  similar  to  130.  The  settee  covers  resemble 
those  on  a  piece  in  the  Barber  Institute,  Birmingham;4  the 
vases  of  flowers  on  the  back  and  seat  of  this  sofa  have 
supports  very  close  to  those  of  the  Brownlow  chairs  and 
one  vase  on  the  back  shows  the  same  composition  as  one 
on  the  back  of  a  Brownlow  chair.  Two  chairs  owned  by 
the  London  dealer  Mallett  in  1929,  have  vases  of  flowers 
on  stands,  with  scrolls,  on  the  backs,  and  massed  flowers 
on  the  seats  not  unlike  those  of  130.5  A  set  of  eight  side 
chairs  and  two  sofas  at  Aske,  Yorkshire,  owned  by  the 
marquess  of  Zetland,  has  similar  vases  on  stands  with  no 
scrolls.6  A  similar  set  was  in  the  Peter  Beatty  collection  in 
1949;7  the  vases  on  the  backs  stand  on  plain  supports  and 
there  is  no  scrollwork.  A  gadrooned  vase  with  flowers 
very  close  to  those  of  i3od  is  on  a  fire-screen  panel  owned 
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by  the  earl  of  Ancaster,  Normanton  Park,8  and  a  panel 
with  a  vase  of  flowers  on  a  support,  surrounded  by  similar, 
but  not  identical,  scrolling  forms  was  owned  by  the  Lon- 
don dealer  C.  John  in  198 2.9 

A  set  of  a  sofa  and  six  armchairs,  owned  by  the  London 
dealer  G.  Jetley  in  1957,  shows  a  simplified  form  of  the 
design  of  the  chair  backs  of  130.  The  grounds  are  uni- 
formly yellow  and  the  same  design  is  used  for  all  six  backs, 
though  reversed  on  three  of  them;  the  seats  have  baskets 
of  flowers.10  Upholstery  with  similar  designs  is  found  on 
an  armchair  sold  at  Sotheby's,  London,  May  28,  1982 
(no.  80,  illus.),  and  on  a  set  of  four  armchairs  and  a  sofa 
sold  at  the  same  auction  house,  June  25,1982  (no.  21,  one 
chair  illus.). 


nod 


HISTORY 

Owned  by  Viscount  Lascelles,  later  Earl  of  Harewood,  before 
1920. 

Sold  with  the  contents  of  Chesterfield  House,  London,  former 
residence  of  the  earl  of  Harewood,  by  Sotheby's,  London 
April  7, 1932,  no.  305,  all  illus. 

Lent  to  the  MM  A  by  Mrs.  Dannie  Heineman,  Greenwich,  Con- 
necticut, 1963. 

Given  to  the  MMA  by  Mrs.  Dannie  Heineman,  1966. 

EXHIBITIONS 

London,  Burlington  Fine  Arts  Club,  Winter  Exhibition,  1920— 
21.  Pictures  and  English  Furniture  of  the  Chippendale  Pe- 
riod, cat.  p.  22.  Two  chairs,  lent  by  Lord  Lascelles,  dated 
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about  1730;  said  to  be  covered  with  Soho  tapestry. 
London,  Lansdowne  House,  1929.  Loan  Exhibition  of  English 
Decorative  Art,  no.  370  in  Illustrated  Catalogue,  pi.  xci 
[130a].  Two  chairs,  lent  by  the  earl  of  Harewood,  dated 
about  1745 ;  tapestry  said  to  be  probably  made  in  Soho. 

PUBLICATIONS 

Tipping,  H.  Avray.  "Mid-Georgian  Furniture  and  Ornaments 
at  the  Burlington  Fine  Arts  Club."  Country  Life  48  (Decem- 
ber 25,  1920)  p.  844,  fig.  6  [130a].  Two  chairs  lent  by  Lord 
Lascelles  with  Soho  tapestry. 

Tipping,  H.  Avray.  "English  Furniture  at  the  Burlington  Fine 
Arts  Club."  Burlington  Magazine  38  (1921)  pp.  73, 74.  Two 
chairs  lent  by  Lord  Lascelles  mentioned  as  covered  with  Soho 
tapestry  showing  the  usual  motifs  of  Bradshaw. 

Tipping,  H.  Avray.  "Chesterfield  House,  Mayfair — I:  A  Resi- 
dence of  Viscount  Lascelles."  Country  Life  51  (February  25, 
1922)  p.  240,  illus.  View  of  library  showing  part  of  one  chair. 

Macquoid,  Percy,  and  Edwards,  Ralph.  The  Dictionary  of 
English  Furniture,  Vol.  1,  London,  1924,  pp.  232,  238,  fig. 
95  [130a].  Called  Soho,  about  1745,  owned  by  Viscount 
Lascelles.  2nd  ed.  rev.  by  Ralph  Edwards,  vol.  1,  London, 
1954,  pp.  273,  276,  fig.  147  [130a].  Called  Soho,  about 
1740,  at  Harewood  House,  Yorkshire. 

Edwards,  Ralph.  The  Shorter  Dictionary  of  English  Furniture. 
London,  1964,  p.  142,  fig.  102  [130a].  Same  information  as 
in  2nd  ed.,  Dictionary  of  English  Furniture, 

MMA  Annual  Report  1965—1966.  In  MMA  Bulletin,  n.s.  25 
(1966—67)  p.  96.  Listed  as  gift  of  Mrs.  Dannie  Heineman, 
formerly  at  Chesterfield  House,  London. 


NOTES 

1.  Edwards,  Dictionary  of  English  Furniture  (19  54)  vol.  3,  pp.  80, 86, 
337,  fig.  20.  A  hunting  scene  inscribed  "Bradshaw/Stranover," 
sold  at  Sotheby's,  June  24, 1966,  no.  3  2,  illus.,  was  exhibited  at  the 
Vigo-Sternberg  Galleries,  London,  197 1  (Four  Hundred  Years  of 
English  Tapestries,  no.  28,  illus.). 

2.  Survey  of  London,  vol.  34,  The  Parish  of  St.  Anne  Soho,  F.  H.  W. 
Sheppard,  ed.  (London,  1966)  Appendix  I,  "The  Soho  Tapestry 
Makers,"  p.  517. 

3 .  English  Chairs,  Victoria  and  Albert  Museum,  Large  Picture  Book 
no.  10  (London,  1965)  no.  50,  illus. 

4.  Handbook  of  the  Barber  Institute  of  Fine  Arts  (Birmingham,  Eng- 
land, 1949)  pi.  36,  pi.  23,  dated  1725-50.  Attributed  to  the 
Fulham  manufactory.  Previously  sold  at  Sotheby's,  June  26, 1942, 
no.  124,  illus. 

5.  "Current  Art  Notes:  Old  Masters  of  Furniture,"  Connoisseur  84 
(1929)  p.  56,  one  illus.  Attributed  to  Stranover  Bradshaw  and  the 
Fulham  manufactory. 

6.  Anthony  Coleridge,  "Sir  Lawrence  Dundas  and  Chippendale," 
Apollo  86  (1967)  p.  191,  fig.  3  (one  chair). 

7.  M.  Jourdain  and  R.  Timewell,  "Furniture  at  Mereworth  in  the 
Collection  of  the  Hon.  Peter  Beatty,"  Apollo  49  (1949)  p.  68,  fig.  2. 
Resemblance  to  the  Brownlow  set  mentioned. 

8.  AD.,  "Normanton  Park,  Rutland:  A  Seat  of  the  Earl  of  Ancaster," 
Country  Life  33  (February  8,  19 13)  p.  199.  Shown  in  State  Bed- 
room with  the  Joshua  Morris  wall  hangings  now  at  Grimsthorpe 
(see  128). 

9.  Burlington  Magazine  124  (April  1982)  advertisement  p.  xxxvii. 
Called  eighteenth-century  Soho  tapestry. 

10.  Connoisseur  139  (April  1957)  advertisement  p.  xviii,  all  illus. 
From  the  collection  of  Major  Cantrell  Hubbersty,  Ragdale  Hall, 
Leicestershire.  Tapestries  called  original,  Soho,  about  1745. 
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131  Panel  with  flowers 


English  (London,  probably  Soho),  1725—50. 
Wool  and  silk. 

1  ft.  8  in.  x  1  ft.  10  in.  (51  cmx  56  cm). 
20-21  warps  per  inch,  8  per  centimeter. 
Gift  of  Irwin  Untermyer,  1964  (64.101.957). 


DESCRIPTION 

A  group  of  flowers  in  red,  pink,  dull  yellow,  dull  blue, 
lavender,  and  pale  gray  or  white  is  carelessly  assembled  on 
a  dark  blue  ground.  Stems  and  foliage  are  in  shades  of 
green  and  brown.  A  striped  red  and  white  tulip  lies  in  one 
corner  and  a  red  rose  and  rosebuds  can  be  identified. 


CONDITION 

The  panel  is  mounted  on  a  slip-in  seat  for  a  stool.  There 
are  small  areas  of  repair  in  the  background,  especially 
round  the  edges,  and  some  silk  passages  have  been  re- 
newed. Many  slits  have  been  coarsely  sewn  up. 


HISTORY 

The  panel  was  mounted  on  a  slip-in  seat  for  an  English  stool 
probably  in  1924,  when  it  and  the  stool  were  in  the  H.  H. 
Mulliner  collection.  In  the  sale  of  this  collection  at  Christie's, 
July  1,  1924  (no.  in,  not  illus.),  it  was  described  as  Soho 
tapestry  and  was  bought  with  the  stool  by  Lessiers. 

In  the  collection  of  Lady  Evelyn  Beauchamp  until  sold  at 
Christie's,  May  12, 1955  (no.  106,  illus.  on  stool).  Bought  by 
Hotspur. 

Acquired  by  Irwin  Untermyer,  New  York,  before  1958. 
Given  to  the  MMA  by  Irwin  Untermyer,  1964. 

EXHIBITION 

New  York,  MMA,  1977.  Highlights  of  the  Untermyer  Collec- 
tion, cat.  no.  129,  illus.  Called  Soho. 


PUBLICATIONS 

Mulliner,  H.  H.  The  Decorative  Arts  in  England,  1660— 1780. 
London,  [1924],  fig.  58.  The  stool  is  shown  with  another 
fabric  on  the  slip-in  seat,  but  the  accompanying  text  says  it  is 
upholstered  with  English  tapestry,  20  warps  to  an  inch;  it  is 
described  as  showing  an  English  design,  woven  by  foreign 
weavers  in  the  early  part  of  the  eighteenth  century. 

Hackenbroch,  Yvonne.  English  Furniture  with  Some  Furniture 
of  Other  Countries  in  the  Irwin  Untermyer  Collection.  Cam- 
bridge, Mass.,  1958,  pi.  85,  fig.  in,  p.  25.  History  of  stool 
given,  slip-in  seat  said  to  be  covered  in  tapestry. 

Hughes,  G.  Bernard.  "Three  Centuries  of  Upholstered  Stools." 
Country  Life  127  (June  9,  i960)  p.  1335,  fig.  5.  Shown  on 
stool,  not  mentioned  in  text. 
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132  Upholstery  panels 


Back,  seat,  and  armrests  for  an  armchair 

English  (probably  London,  perhaps  Fulham), 

mid-eighteenth  century. 
Wool  and  silk. 

Back  i  ft.  10  in.  x  i  ft.  8  in.  (56  cm  x  51  cm); 
seat  2  ft.  2V2  in.  x  2  ft.  5V2  in.  (67  cm  x  75  cm); 
armrests  10V2  in.  x  5V2  in.  (27  cm  x  14  cm). 
19-21  warps  per  inch,  8  per  centimeter. 
Bequest  of  Irwin  Untermyer,  1973  (1974.28.20). 


DESCRIPTION 

On  the  back,  a  blue  and  pale  dull  yellow  parrot  stands 
on  one  leg  on  a  brown  ledge.  In  front  of  it  is  some  fruit, 
including  a  bunch  of  yellow  grapes,  and  leaves  in  shades  of 
yellow,  dull  green,  and  blue-green.  At  either  side  a  stalk  of 
overlapping  leaves  in  shades  of  green  and  yellow  rises 
from  a  yellow  and  brown  container.  Flowers  in  red,  pink, 
dull  dark  yellow,  blue,  and  white,  with  leaves  in  shades  of 
green  and  yellow,  surround  the  central  scene;  they  are  not 
identifiable,  except  for  a  pink  rose  and  buds  on  the  upper 
right.  The  sky  is  pale  blue  with  gray  and  white  clouds. 

On  the  seat,  scrolling  forms  in  red-brown,  dark  dull 
yellow,  and  tan  surround  a  central  landscape,  which 
shows  dull  blue-green  trees  standing  on  a  hill  in  tones  of 
gray-green,  gray,  and  blue.  The  sky  is  gray.  Flowers  in 
shades  of  red,  blue,  and  white,  with  blue-green  leaves,  are 
intertwined  with  the  scrolls;  a  large  red  fringed  poppy  is 
seen  in  the  upper  left  and  an  unidentifiable  blue  flower  in 
the  upper  right. 

The  armrests  are  mirror  images,  showing  red  and  blue 
flowers  on  dark  tan  grounds. 

CONDITION 

On  the  back,  the  lower  part  of  the  sky  is  much  repaired. 
On  the  seat  and  armresrts,  bare  warps  are  apparent  in 
several  areas  and  there  are  extensive  repairs. 

WEAVER  AND  DATE 

The  attribution  to  Peter  Parisot's  Fulham  workshop 
rests  on  the  similarity  between  132  and  an  entry  in  the  sale 


catalogue  of  "the  entire  works  of  the  Fulham  Manufac- 
tory" on  April  30,  1755.  This  reads:  "A  large  mahogany 
carved  French  chair,  the  back  with  a  Parrot  and  Fruit,  and 
the  seat  a  landskip  of  the  Beautiful  Gobelins  work."1  The 
weaver  may  well  have  been  Jean  Baptiste  Grignon,  a 
Gobelins  worker  who  fled  to  England;  his  letter  of  August 
30,  1752,  to  his  father  in  Paris  was  intercepted  by  the 
French  police.  It  gives  his  address  as  care  of  "Mr  Parizot, 
in  Foulemme  Manufactory,  a  London"  and  includes  the 
statement,  "on  m'a  fait  commencer  une  chaisse."2  The 
quality  of  the  work,  however,  suggests  one  of  the  English 
apprentices,  who,  according  to  the  1755  sale  catalogue, 
made  several  of  the  pieces  in  the  sale.  Other  London 
manufactories,  including  Thomas  Moore  of  Moorfields, 
also  produced  tapestry  upholstery  at  this  time.  The  chair 
frame  is  the  type  of  some  of  the  "French  Chairs"  in  Chip- 
pendale's Director.  The  author  says  of  these,  "both  the 
Backs  and  Seats  must  be  covered  with  Tapestry,  or  other 
sort  of  Needlework."3 


HISTORY 

Said  to  have  been  in  a  committee  room  of  the  House  of  Lords, 
London,  before  the  fire  of  1834. 

In  the  collection  of  Colonel  H.  H.  Mulliner  (died  1924),  Lon- 
don, before  1920.  Sold  Christie's,  July  9, 1924,  no.  87,  illus. 

Owned  by  Frank  Partridge,  Inc.,  New  York,  before  1929. 

Said  to  have  been  in  the  William  Randolph  Hearst  collection, 
but  not  included  in  his  sales  catalogues  of  1939  and  194 1. 

Walter  P.  Chrysler,  Jr.,  sale,  Parke-Bernet,  May  6,  7,  i960,  no. 
503,  illus.  Said  to  have  been  acquired  from  Frank  Partridge, 
Inc. 

Bequeathed  to  the  MMA  by  Irwin  Untermyer,  1973. 


EXHIBITIONS 

London,  Burlington  Fine  Arts  Club,  Winter  Exhibition,  1920- 
21.  Pictures  and  English  Furniture  of  the  Chippendale  Pe- 
riod, cat.  pp.  18,19.  Lent  by  Colonel  H.  H.  Mulliner. 

New  York,  Frank  Partridge,  Inc.,  November  16—30,  1929. 
Chippendale  Furniture.  For  the  benefit  of  Saint  Luke's  Hos- 
pital Social  Services. 

New  York,  Parke-Bernet  Galleries,  Inc.,  June  1955.  Art  Trea- 
sures, cat.  no.  276.  Lent  by  Mr.  and  Mrs.  Walter  P.  Chrysler, 
Jr.  Dated  about  1755. 
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PUBLICATIONS 


Tipping,  H.  Avray.  "English  Furniture  at  the  Burlington  Fine 
Arts  Club."  Burlington  Magazine  38  (1921)  pp.  73,  74,  pi. 
11  c.  Called  Fulham,  about  1750. 

Mulliner,  H.  H.  The  Decorative  Arts  in  England,  1660— 1760. 
London,  1924,  fig.  186.  Called  Fulham,  related  to  one  of  two 
chairs  in  the  1755  sale;  said  to  have  been  in  the  House  of 
Lords. 

Brackett,  Oliver.  An  Encyclopaedia  of  English  Furniture.  Lon- 
don, 1927,  pi.  212.  As  in  the  Mulliner  collection.  Rev.  and  ed. 
by  H.  Clifford  Smith  as  English  Furniture  Illustrated.  Lon- 
don, 1950,  pi.  clxiii  (b). 

"Partridge  Holds  Chippendale  Loan  Exhibition."  Art  News  28 
(November  16, 1929)  p.  3,  illus.  No  lender  named.  Advertise- 
ments for  the  exhibition  appear  through  the  November  30 
issue. 

Coleridge,  Anthony.  Chippendale  Furniture.  London,  1968,  p. 
192,  fig.  186.  As  in  a  private  collection. 

NOTES 

1.  W.  G.  Thomson,  Tapestry  Weaving  in  England  (New  York,  1914) 
p.  154.  A  second  chair  with  similar  designs  of  upholstery  is  de- 
scribed as  "Chaillot,"  i.e.,  made  of  knotted  fabric. 

2.  A.  Darcel,  "Une  manfacture  de  tapisserie  des  Gobelins  a  Fulham  et 
a  Exeter  (174 8-1 766),"  Nouvelles  Archives  de  I' Art  Franqais  6 
(1878)  p.  308. 

3.  Thomas  Chippendale,  The  Gentleman  &  Cabinet-Maker's  Direc- 
tor (3rd.  ed.,  1762;  reprint,  New  York,  1966)  pis.  xx— xxin. 
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133  Parrot  and  Squirrel 


Panel  for  a  fire  screen 

English;  woven  in  knotted  technique,  mid-eighteenth 

century. 
Wool. 

3  ft.  x  z  ft.  5  in.  (91  cm  x  74  cm). 

193  knots  per  square  inch,  30  per  square  centimeter. 

Gift  of  Irwin  Untermyer,  1964  (64.101.1155). 

DESCRIPTION 

A  red  parrot  or  macaw  with  a  pale  yellow  patch  round 
its  black  eye,  a  pale  yellow  and  brown  beak,  and  dull  green 
and  blue  wings,  sits  on  a  branch  of  a  brown  tree-stump.  It 
holds  in  its  beak  the  stalk  of  a  twig  with  two  brown  and 
green  leaves  and  a  red  cherry  that  it  grasps  with  one  claw. 
At  the  foot  of  the  stump  is  an  overturned  basket  in  brown 
and  pale  yellow,  from  which  blue  grapes,  red  cherries, 
blue  plums,  and  other  fruit,  with  green  vine  leaves,  have 
fallen.  A  yellow-brown  squirrel,  with  black  eyes  and 
whiskers,  holds  a  grape.  The  background  is  a  landscape  in 
shades  of  green,  blue,  and  brown.  The  sky  is  pale  blue 
above,  pale  pink  below.  The  foreground  is  in  shades  of 
brown,  green,  dull  yellow,  and  black.  This  scene  is  set  in 
an  elaborate  dull  yellow  border  of  rocaille  scrolls,  flowers, 
and  leaves  on  a  bright  red  background. 

CONDITION 

Undamaged. 

SOURCE  OF  THE  DESIGN 

The  central  picture  is  most  probably  taken  from  a  car- 
toon made  for  the  Savonnerie  manufactory  in  Paris  (see 
114). 

MANUFACTURE 

The  fact  that  three  almost  exact  replicas  of  133  have  a 
French  provenance  and  can  be  presumed  to  have  been 
made  at  the  Savonnerie  manufactory  at  Chaillot  or  else- 
where in  France,  does  not  preclude  the  presumption  that 
versions  from  English  collections  were  woven  in  England. 
Peter  Parisot,  a  naturalized  Frenchman,  wrote  an  account 


of  the  carpet-making  enterprise  that  he  began  at  Fulham 
in  175 1,  employing  "Two  Workmen,  who,  upon  some 

Disgust,  had  quitted  Chaillot  "  Though  these  two  men 

soon  left  him,  he  was  able  to  hire  "other  Workmen,  full  as 

capable  as  the  two  first,  that  came  over  to  England  

These  men  may  well  have  brought  stolen  cartoons  with 
them.  The  Fulham  manufactory  went  out  of  business  in 
1755  and  its  stock  of  carpets  and  furniture  upholstery, 
both  "manner  of  the  Gobelins"  and  "manner  of  Chail- 
lot," with  a  large  number  of  "patterns,"  was  sold;  one 
item  was  "2  [patterns]  with  a  Parrot  and  a  Squirrel  in  a 
Landskip."2  The  only  certain  work  of  this  factory  is  a 
panel  signed  Parisot,  in  the  Gubbay  Collection,  Clandon 
Park,  Surrey,  owned  by  the  National  Trust;  it  shows  a 
pheasant,  a  kingfisher,  and  a  mandarin  duck  in  a  land- 
scape3 and  perhaps  reproduces  the  pattern  in  the  1755 
sale  described  as  "a  beautiful  Chinese  Pheasant,  a  Parrot, 
and  a  King's  Fisher  in  a  Landskip." 

The  purchaser  of  Parisot's  manufactory  was  Claude 
Passavant;  he  soon  moved  to  Exeter,  where  he  is  known  to 
have  made  carpets  from  1757  to  1759. 4  If  he  bought 
Parisot's  patterns,  it  is  possible  that  the  parrot  and  squirrel 
panels  were  woven  in  his  workshop.  On  the  other  hand, 
there  is  reason  to  believe  that  the  example  owned  by  the 
marquess  of  Bute  was  bought  from  Thomas  Moore  of 
Moorfields,  London,  maker  of  what  he  called  "Royal  Vel- 
vet Tapestry  after  the  manner  of  the  Persians";  knotted 
carpets  were  produced  at  his  manufactory  from  1757  to  at 
least  1778.5  But  the  longest-lived  manufacture  of  knotted 
fabrics  was  that  founded  by  Thomas  Whitty  at  Axminster. 
According  to  this  weaver's  own  account,  he  visited  Parisot 
at  Fulham  in  1754  to  find  out  how  carpets  were  made;6  he 
could  have  bought  some  of  the  patterns  the  following  year 
or  acquired  them  later  from  Passavant,  not  far  away  at 
Exeter.  His  earliest  and  one  of  his  best  customers  was  the 
countess  of  Shaftesbury  (died  1758)  and  133  was  in  the 
Shaftesbury  collection.  The  Axminster  factory  was  active 
until  183  5. 7 

RELATED  PANELS 

A  similar  panel,  mounted  as  a  fire  screen,  can  also  be 
considered  to  be  of  English  make.  It  is  in  Dumfries  House, 
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Ayrshire,  owned  by  the  marquess  of  Bute.  The  central 
subject  is  a  replica  of  that  of  1 3  3 ,  but  the  rococo  border  is 
much  simpler,  with  no  flowers,  and  is  exactly  the  same  as 
that  found  on  two  of  the  examples  believed  to  be  French. 
The  woodwork  of  the  Bute  screen  was  bought  by  Lord 
Dumfries,  from  Chippendale  in  1759  and  was  described 
in  the  bill  as  "a  mahog:  Frame  to  a  Tapestry  Firescreen." 
In  the  same  year  Lord  Dumfries  bought  twelve  "Tapestry 
Chair  Seats"  from  Thomas  Moore,  also  presumably  of 
knotted  fabric,  and  the  screen  panel  may  well  have  come 
from  the  same  maker.8  Another  version  was  in  the  Lord 
Leverhulme  sale  (which  did  not  take  place),  Frank,  Knight 
and  Rutley,  London,  November  9-13,  16,  17,  1925  (no. 
395),  though  it  is  not  described  as  in  knotted  technique.  It 
was  not  included  in  the  sale  of  this  collection  at  the 
Anderson  Galleries,  New  York,  February  9-March  4, 
1926. 

A  tapestry  version  of  the  same  design  on  a  fire  screen  is 
at  Holkham  Hall,  Norfolk,  owned  by  the  earl  of  Leicester; 
the  squirrel  has  larger  ears  and  a  bushier  tail.  There  is  no 
border.9  This  may  have  been  woven  in  the  "manner  of  the 
Gobelins"  at  Fulham,  but  as  there  is  a  set  of  knotted  furni- 
ture covers  at  Holkham  Hall,  described  in  1767  as  made 
by  Thomas  Moore,  it  could  also  be  from  his  manufactory. 
Moore  advertised  in  1756  that  he  worked  "also  after  the 
Manner  of  the  Gobelins."10 

For  the  French  versions  of  the  design  see  114. 


Jourdain,  Margaret,  and  Rose,  F.  English  Furniture:  The 
Georgian  Period  (iyjo-1830).  London,  1953,  p.  96,  fig. 
165.  Said  to  be  in  a  private  collection. 

Hackenbroch,  Yvonne.  English  Furniture  with  Some  Furniture 
of  Other  Countries  in  the  Irwin  Untermyer  Collection.  Cam- 
bridge, Mass.,  1958,  p.  72,  figs.  339-41,  frontispiece  (color). 
Called  Fulham,  about  1755. 

Hackenbroch,  Yvonne.  English  and  Other  Needlework,  Tapes- 
tries and  Textiles  in  the  Irwin  Untermyer  Collection.  Cam- 
bridge, Mass.,  i960,  p.  49,  pi.  113,  fig.  151,  color. 

Molesworth,  Delves.  "Judge  Irwin  Untermyer."  In  Great  Pri- 
vate Collections.  Douglas  Cooper,  ed.,  New  York,  1963,  p. 
146,  illus. 

Gilbert,  Christopher.  "Thomas  Chippendale  at  Dumfries 
House."  Burlington  Magazine  111  (1969)  p.  671,  n.  36. 
Mentioned. 

Bishop,  Robert,  and  Coblentz,  Patricia.  Furniture  1:  Prehistoric 
through  Rococo.  Smithsonian  Illustrated  Library  of  Antiques. 
New  York,  1979,  p.  112,  colorplate  24. 

Standen,  Edith  A.  "A  Parrot  and  a  Squirrel  in  a  Landscape." 
Studien  zum  europaischen  Kunsthandwerk,  Festschrift 
Yvonne  Hackenbroch.  Munich,  1983,  pp.  251—56,  fig.  1. 
Called  English,  mid-eighteenth  century;  possible  manufac- 
tories and  other  versions  discussed;  the  design  considered 
probably  French. 

Rococo,  Art  and  Design  in  Hogarth's  England.  Exh.  cat., 
Victoria  and  Albert  Museum,  London,  1984,  p.  175.  Said  to 
be  probably  from  a  French  model,  perhaps  woven  at  Fulham; 
other  versions  discussed. 


HISTORY 

In  the  collection  of  the  earls  of  Shaftesbury,  Saint  Giles  House, 
Wimborne,  Dorset,  until  after  1935.  Not  included  in  an  in- 
ventory taken  in  1948. 

In  the  collection  of  Irwin  Untermyer,  New  York,  before  1938. 

Given  to  the  MMA  by  Irwin  Untermyer,  1964. 

EXHIBITION 

New  York,  MMA,  1977.  Highlights  of  the  Untermyer  Collec- 
tion, cat.  no.  152,  illus. 

PUBLICATIONS 

M.  J.  [Margaret  Jourdain],  "Furniture  at  St.  Giles's,  Dorset." 
Country  Life  77  (April  13, 1935)  p.  381,  fig.  3.  Described  as 
possibly  made  by  Parisot  at  Fulham. 


NOTES 

1.  C.  E.  C.  Tattersall  and  Stanley  Reed,  A  History  of  British  Carpets, 
rev.  ed.  (Leigh-on-Sea,  1966)  pp.  42, 43. 

2.  W.  G.  Thomson,  A  History  of  Tapestry,  3rd.  ed.  (Wakefield, 
England,  1973)  p.  494. 

3.  Ralph  Edwards,  The  Dictionary  of  English  Furniture,  2d  ed.  rev. 
(London,  1954)  vol.  1,  p.  214,  fig.  16;  The  Gubbay  Collection, 
Clandon  Park,  Surrey  (n.p.,  1975)  p.  n  (described  as  in  State 
Dining  Room);  Standen,  "A  Parrot,"  fig.  2. 

4.  Tattersall  and  Reed,  History  of  British  Carpets,  pp.  44, 45. 

5.  Tattersall  and  Reed,  History  of  British  Carpets,  p.  45. 

6.  Tattersall  and  Reed,  History  of  British  Carpets,  p.  48. 

7.  Tattersall  and  Reed,  History  of  British  Carpets,  pp.  47-5 1. 

8.  Christopher  Gilbert,  Thomas  Chippendale,  exh.  cat.,  Temple 
Newsam  House  (Leeds,  1979)  no.  10,  illus.;  Standen,  "A  Parrot," 
fig- 3- 

9.  Standen,  "A  Parrot,"  fig.  4. 

10.  Wendy  Hefford,  "Thomas  Moore  of  Moorfields,"  Burlington 
Magazine  129  (1977)  p.  844. 
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134  Upholstery  panels 

Two  chair  seats  from  a  set  of  six 


Irregular  strips  across  the  front,  including  the  lower 
part  of  the  basket,  are  replacements,  as  are  the  portions 
turned  over  at  the  edges.  Silk  areas  elsewhere  have  been 
rewoven  and  there  are  small  sections  of  bare  warps. 


English  (probably  London,  Soho),  woven  about  1765. 
Wool  and  silk. 

Both  approx.  1  ft.  10  in.  x  z  ft.  5  in.  (56  cm  x  74  cm). 
20  warps  per  inch,  9  per  centimeter. 
From  The  Marion  E.  and  Leonard  A.  Cohn  Collection, 
Gift  of  Marion  E.  Cohn,  1950  (50.214.1  [134a];  50.214.2 
[i34b]). 

DESCRIPTION 

Both  pieces  are  alike.  A  basket  in  shades  of  yellow,  gray,  || 
and  pale  brown  holds  a  mass  of  flowers  and  leaves  in  red, 
pink,  yellow,  blue,  and  blue-green,  A  red  and  yellow  tulip 
is  conspicuous  at  the  top,  red  and  pink  roses  in  the  center, 
and  red  and  yellow  honeysuckle  at  the  lower  left  corner. 
The  ground  is  dark  brownish  pink. 


CONDITION 


MANUFACTURE  AND  DATE 

The  tapestries  may  be  the  original  upholstery  of  the 
chairs,  which  were  made  about  1765.  The  Fulham  tapes- 
try manufactory  went  bankrupt  in  175  5,  the  same  year  in 
which  William  Bradshaw's  workshops  in  Soho  were  taken 
over  by  George  Smith  Bradshaw  and  his  partner,  Paul 
Saunders;  they  separated  in  1756,  each  operating  his  own 
establishment  in  Soho.  Both  men  were  upholsterers,  as 
well  as  directors  of  tapestry  workshops.  Saunders  was 
yeoman  arras-worker  and  yeoman  tapestry  taylor  to  the 
Great  Wardrobe  until  his  death  in  1771;  Bradshaw  may 
have  continued  to  make  tapestry  until  he  retired  in  1795. 1 
134  may  well  have  been  woven  at  either  of  these  work- 
shops. 
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RELATED  TAPESTRIES 

The  other  four  chairs  of  the  set  were  sold  to  the  dealer 
Frank  Partridge,  with  this  pair,  in  1934  or  1935;  they  all 
have  similar  tapestry  seat  covers.  Two  were  in  the  Walter 
P.  Chrysler,  Jr.  sale,  Parke-Bernet,  May  6,  7,  i960  (no. 
371,  one  illus.).  One  of  these  was  owned  by  the  London 
dealer  Jeremy  in  1970.2  The  other  two  were  sold  by  the 
Barber  Welfare  Foundation,  Chicago,  at  Parke-Bernet, 
May  1,  1971  (no.  166,  one  illus.).  The  tapestry  covers  of 
the  published  chairs  show  only  slight  differences  in  design, 
and  much  the  same,  or  greater,  areas  of  repair  as  those  of 

134. 
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HISTORY 


At  Bramshill  Park,  Hampshire,  owned  by  the  Cope  family,  pre- 
sumably from  the  time  of  manufacture  until  1934  or  1935, 
when  they  were  sold  to  the  dealer  Frank  Partridge  by  the 
owner,  Sir  Denzil  Cope.3 

In  the  Marion  E.  and  Leonard  A.  Cohn  collection. 

Given  to  the  MMA  by  Marion  E.  Cohn,  1950. 

PUBLICATIONS 

"Bramshill  Park,  Hampshire:  The  Seat  of  Sir  Anthony  Cope, 
Bart."  Country  Life  5  (April  8,  1899)  p.  435,  illus.  (two 
chairs  partly  visible  in  Long  Gallery). 

"Bramshill  Park,  Hampshire:  The  Seat  of  Sir  Anthony  Cope, 
Bart."  Country  Life  14  (July  11, 1903)  p.  55,  illus.  (one  chair 
partly  visible  in  Long  Gallery). 

Macquoid,  Percy,  and  Edwards,  Ralph.  The  Dictionary  of  Eng- 
lish Furniture.  Vol.  1,  London,  1924,  p.  247,  fig.  126.  One 
chair  illus.,  dated  about  1760.  The  tapestry  seat  cover  is 
shown  as  badly  worn  in  front.  At  Bramshill,  Hampshire.  2nd 
ed.  rev.  by  Ralph  Edwards,  London,  1954,  vol.  1,  p.  285,  fig. 
185.  One  chair  illus.,  dated  about  1760;  as  at  Bramshill, 
Hampshire. 

Hussey,  Christopher.  "The  Fate  of  Bramshill."  Country  Life  78 
(August  17,  1935)  p.  172,  fig.  8  (two  chairs  partly  visible  in 
Chapel  Room).  The  house,  the  seat  of  Sir  Denzil  Cope,  said  to 
be  offered  for  sale  with  all  its  contents. 


MMA  Annual  Report  1950.  In  MMA  Bulletin,  n.s.  10  (195 1- 
52)  p.  35.  Gift  of  a  pair  of  mahogany  armchairs  from  Mrs. 
Leonard  A.  Cohn  listed. 

Remington,  Preston.  "The  Galleries  of  European  Decorative 
Art  and  Period  Rooms."  MMA  Bulletin,  n.s.  13  (1954-55) 
pp.  69,  117.  One  chair  illus.,  seat  said  to  retain  its  original 
covering  of  English  tapestry;  formerly  at  Bramshill  Park, 
Hampshire. 

Coleridge,  Anthony.  Chippendale  Furniture.  London,  1968,  pi. 
132.  One  chair  illus.  and  compared  to  design  in  Robert 
Man  waring,  The  Chair-Maker  s  Friend,  1765;  said  to  be 
from  Bramshill,  Hampshire,  now  at  MMA. 

Hinckley,  F.  Lewis.  A  Directory  of  Queen  Anne,  Early  Geor- 
gian and  Chippendale  Furniture.  New  York,  1971,  pi.  139. 
One  chair  illus.,  said  to  be  from  Bramshill  Park,  Hampshire. 


NOTES 

1.  Survey  of  London,  vol.  34,  The  Parish  of  St.  Anne  Soho,  F.  H.  W. 
Sheppard,  ed.  (London,  1966)  Appendix  I,  "The  Soho  Tapestry 
Makers,"  pp.  5 1 8-20. 

2.  Advertisement  in  Connoisseur  174  (July  1970)  p.  8.  The  illustra- 
tion is  of  the  chair  illustrated  in  the  Chrysler  sale,  but  it  has  been 
printed  in  reverse. 

3.  Sir  Denzil  Cope  sold  furniture  from  Bramshill  Park  at  Christie's  on 
June  21,  1934,  and  February  25,  1937,  but  these  chairs  were  not 
included. 
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135  Head  of  a  Woman 

English  (Merton  Abbey);  designed  by  Edward  Burne-Jones 
(183 3-1898),  1877-98,  woven  before  1923  (perhaps  in 
1 90 1  or  1913)  by  the  firm  of  Morris  and  Company. 

Wool. 

1 1  in.  x  9V2  in.  (28  cm  x  24  cm). 

1 5  warps  per  inch,  6  per  centimeter. 

Purchase,  Edward  C.  Moore,  Jr.  Gift,  1923  (23.163.3). 

DESCRIPTION 

The  young  woman  has  blue  eyes,  pink  lips,  and  pale 
brown  hair.  Her  headdress  is  white,  with  blue-gray 
shadows.  The  background  is  dark  blue.  The  outlines  of 
the  features  are  dark  brown.  No  slits  are  apparent. 

The  gilded  wood  frame  has  the  label  of  the  Rowley 
Gallery,  Kensington.  A  now  nearly  illegible  inscription  on 
the  back  in  pencil  reads:  "Piece  of  tapestry  (copied  from 
head  of  Venus  in  large  tapestry  at  [illegible]  from  cartoon 
by  Burne  Jones)  worked  at  Merton  by  Morris  &c  Co.  Feb. 

1913" 

CONDITION 

Undamaged. 

SUBJECT 

The  woman  in  the  Passing  of  Venus  tapestry,  whose 
head  is  shown  in  135,  is  one  of  a  group  who  look  with 
apprehension  at  Cupid  drawing  his  bow,  with  Venus  in 
her  chariot  approaching  behind  him.  They  may  represent 
Sappho  and  her  companions.1 

SOURCE  OF  THE  DESIGN 

Edward  Burne-Jones  worked  on  sketches  and  cartoons 
for  the  Passing  of  Venus  from  1 877  until  shortly  before  his 
death.  A  drawing  of  1877  in  the  Tate  Gallery  shows  the 
complete  figure  of  the  woman  whose  head  appears  in 
1 3  5  ?  But  the  last  entry  in  the  artist's  diary  reads:  "Begun  a 
design  for  tapestry  of  the  Passing  of  Venus";  this  refers  to 
the  gouache  sketch  in  the  Metropolitan  Museum.3  The 
woman  who  corresponds  with  135  has  a  gray-blue  head- 
dress with  white  dots  and  yellow  hair. 

DATE  OF  WEAVING 

If  the  head  is  a  trial  piece,  it  must  precede  the  first  weav- 
ing of  the  Passing  of  Venus  in  1901-07;  on  the  other 


hand,  the  inscription  on  the  back  of  the  frame,  though  it 
wrongly  identifies  the  head  as  that  of  Venus,  may  be  cor- 
rect in  saying  that  the  piece  is  a  copy  made  in  191 3. 

RELATED  TAPESTRIES 

The  Passing  of  Venus,  first  woven  in  1901-07,  was 
destroyed  by  fire  at  the  Brussels  Exhibition  of  19 10,  to 
which  it  had  been  lent  by  Messrs.  Morris  and  Company.4 
A  second  version,  woven  in  1922— 26,  is  in  the  Detroit 
Institute  of  Arts;5  the  headdress  of  the  girl  who  corre- 
sponds to  13  5  is  dull  gray-pink,  ornamented  with  a  lattice 
design,  with  red  stones  at  the  crossings. 

HISTORY 

Purchased  for  the  MMA  from  Morris  and  Company  by  means 
of  the  Edward  C.  Moore,  Jr.  Gift,  1923. 

PUBLICATIONS 

Zick,  Gisela.  "Der  Triumph  der  Liebe.  Zur  Quellen-  und  Mo- 
tivegeschichte  eines  Bildteppichs  nach  Edward  Burne-Jones." 
Wallraf-Richartz-Jahrbuch  34  (1972)  p.  329,  fig.  14. 

Parry,  Linda.  William  Morris  Textiles,  New  York,  1983,  p. 
118.  Called  a  trial  weaving. 

NOTES 

1 .  A.C.W.  [Adele  Coulin  Weibel] ,  "The  Passing  of  Venus,"  Bulletin  of 
the  Detroit  Institute  of  Arts  8  (192.7)  p.  80. 

2.  Zick,  "Triumph  der  Liebe,"  fig.  8. 

3.  Zick,  "Triumph  der  Liebe,"  p.  322,  fig.  12. 

4.  Cecil  Boyce,  "The  British  Losses  at  the  Brussels  Exhibition,"  Con- 
noisseur 28  (October  19 10)  p.  138. 

5.  A.C.W.,  "Passing  of  Venus,"  pp.  78-80,  illus. 


745 


136  Greenery 


English  (Merton  Abbey);  designed  by  John  Henry  Dearie 
(i860— 1932),  1892,  and  woven  by  John  Martin  of  the 
firm  Morris  and  Company,  191 5. 

Manufactory  name  and  date. 

Wool  and  silk. 

6  ft.  1V2  in.  x  15  ft.  5  in.  (1.87  mx  4.70  m). 

1 1  warps  per  inch,  4  per  centimeter. 

Purchase,  Edward  C.  Moore,  Jr.  Gift,  1923  (23.200). 

DESCRIPTION 

The  composition  is  based  on  three  large  trees,  pear, 
chestnut,  and  oak,  all  with  blue-green  and  gray  trunks  and 
foliage;  at  the  top  of  each  is  a  pale  gray  scroll  inscribed  in 
black  Gothic  letters.  The  tree  on  the  left  is  a  pear,  with  dull 
yellow-gray  or  red-gray  fruit;  the  scroll  has  a  reddish  tinge 
and  reads: 

by  woodman's  edge  i  faint  and  fail  • 
by  craftsman's  edge  i  tell  the  tale. 

The  central  tree  is  a  chestnut,  with  brown  nuts  showing 
through  blue-green  burrs;  the  inscription  reads: 

high  in  the  wood  •  high  o'er  the  hall 
aloft  i  rise  •  when  low  i  fall. 

The  tree  on  the  right  is  an  oak,  with  gray-brown  acorns; 
the  scroll  has  a  reddish  tinge  and  reads: 

unmoved  i  stand  •  what  wind  may  blow 
swift  swift  before  the  wind  i  go. 

Other  tree  trunks  are  seen  behind  the  three  main  trees,  so 
that  the  upper  part  of  the  tapestry  is  entirely  covered  with 
foliage,  much  of  it  dark  green. 

A  pale  blue  section  separates  it  from  the  ground  cover. 
At  the  level  of  the  tree  trunks,  this  is  composed  of  shrubs, 
some  with  curved  spiny  branches,  in  shades  of  blue,  blue- 
green,  green,  and  dull  yellow.  Among  these,  at  the  far  left, 
are  two  small  flying  birds  with  blue  backs  and  gray  wings; 
below  them  are  two  running  hares  in  gray  and  brown. 
Between  the  pear  and  the  chestnut  is  a  flying  pheasant  in 
orange-brown,  blue  and  gray,  with  a  blue  and  white  head 
and  throat  and  a  red  oval  round  its  eye.  Under  the  chestnut 
tree  is  a  gray  and  pale  brown  fox  and,  flying  at  the  right 
side,  two  blue  pigeons.  To  the  left  of  the  oak  are  two  pale 
brown  and  gray  deer  with  light  spots.  On  the  far  right  are 
two  bulfinches  in  blue,  black,  and  white,  with  red  breasts; 
one  is  flying  and  one  is  sitting.  Below  them  is  a  gray  and 


brown  hare,  almost  hidden  by  the  leaves.  The  foreground 
shows  a  row  of  flowering  plants,  including  red  foxgloves 
under  the  pear  tree,  strawberries  with  pink  and  white  yel- 
low-centered flowers  and  pink  fruit,  pink  and  white 
hawkweed  and  bouncing  betty,  red  tulips,  blue-white 
convolvulus  climbing  the  chestnut  tree,  red  daisies,  and 
pale  blue  bluebells,  with  others. 

The  guards  are  dark  blue,  inscribed  on  the  right  edge: 
merton  abbey  191 5,  with  the  cross  of  Saint  George  (see 
detail).  A  fringe  on  the  side  borders  is  turned  under.  Silk  is 
very  sparingly  used,  appearing  only  as  the  white  on  the 
pheasant's  head  and  neck,  in  the  animal's  eyes,  and  as 
white  tips  to  some  of  the  flowers.  The  original  lining  now 
removed  consisted  of  blue  cotton  with  two  types  of  small 
printed  designs. 

CONDITION 

Undamaged. 

SUBJECT 

The  verses  are  by  William  Morris  (1834-1896);1  each 
couplet  refers  to  the  living  tree  and  to  its  use  as  wood. 
Pearwood  "tells  the  tale"  since  it  is  particularly  suitable 
for  carving,  especially  wood  blocks;2  the  tall  chestnut 
makes  good  rafters,  "high  o'er  the  hall";  and  ships  of 
sturdy  oak  went  "swift,  swift  before  the  wind." 
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fig.  85.  Greenery,  by  John  Henry  Dearie.  Drawing.  Sanford  L. 
Berger  collection,  Carmel,  California. 

SOURCE  OF  THE  DESIGN 

The  design  is  entirely  by  Dearie,  imitating  William 
Morris's  style  in  the  trees3  and  that  of  Philip  Webb  in  the 
animals.  The  fox  is  very  like  Webb's  watercolor  drawing 
used  in  the  Forest  tapestry  of  1887,  and  one  hare  appears 
as  a  small  figure  on  another  drawing  for  the  same  tapes- 
try.4 Two  drawings  by  Dearie  are  in  the  Sanford  L.  Berger 
collection,  Carmel,  California;  one  is  apparently  a  pre- 
liminary idea,  made  before  Morris  had  written  the  verses 
(fig.  85),  the  other  shows  the  design  almost  completely 


worked  out  (fig.  86).  The  difference  in  effectiveness  and 
quality  between  the  two  drawings  must  reflect  the  advice 
given  by  Morris  to  Dearie. 

WEAVER  AND  DATE 

The  weaver  was  John  Martin;5  it  was  made  in  191 5 ,6 

RELATED  TAPESTRY 

The  design  was  first  woven  at  Merton  Abbey  in  1 892  by 
John  Martin  and  William  Sleath,  under  the  supervision  of 
William  Morris,  for  the  Honorable  Percy  Wyndham,  and 
hung  in  his  house,  Clouds.7  It  now  belongs  to  Mrs.  Alas- 
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fig.  86.  Greenery,  by  John  Henry  Dearie.  Drawing.  Sanford  L. 
Berger  collection,  Carmel,  California. 

dair  Maclean  and  her  son  and  is  in  Crathes  Castle,  Kin- 
cardineshire, Scotland,  on  loan  to  the  Scottish  National 
Trust.  The  background  is  dark  and  no  birds  are  visible. 


HISTORY 

Acquired  for  the  MMA  from  Morris  and  Company  by  means  of 
the  Edward  C.  Moore,  Jr.  Gift,  1923. 

EXHIBITIONS 

London,  Burlington  House,  Arts  and  Crafts  Society,  1  ith  Exhi- 
bition, 19 1 6.  Cat.  no.  315.  Called  "The  Greenery,"  Arras 
Tapestry,  by  H.  Dearie,  executed  by  J.  Martin,  exhibited  by 
Morris  and  Company. 


Lawrence,  University  of  Kansas,  Museum  of  Art,  1958.  Dante 
Gabriel  Rossetti  and  His  Circle,  unpaged  and  unnumbered 
cat.,  illus.  in  part  on  wall  of  gallery. 

Wilmington,  Delaware  Art  Museum,  1976.  The  Pre-Raphaelite 
Era,  1848— 1914,  cat.  no.  4-6Z,  illus.  Design  of  foliage  said 
to  be  by  Morris  and  flowers  by  Dearie;  animals  and  birds  said 
to  have  been  generally  drawn  by  Philip  Webb  for  such  works. 

PUBLICATIONS 

Day,  Lewis  F.  "A  Disciple  of  William  Morris."  The  Art  Journal 
(1905)  p.  89.  Early  weaving  described  as  "a  forest  subject 
with  trees  and  woodland  animals,  entirely  of  his  [Dearie's] 
own  invention  ...  for  which  Morris  wrote  the  couplets  in- 
scribed on  scrolls  above." 

MMA  Annual  Report  1923,  p.  18.  Said  to  be  designed  by 
William  Morris  and  J.  H.  Dearie  in  1892  and  woven  at  Mer- 
ton  Abbey. 
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"The  Morris  Tapestries  and  Weaving."  Country  Life  $j  (June 
6,  1925)  p.  931,  illus.  Called  verdure  with  animals,  Metro- 
politan Museum,  New  York,  Morris  and  Dearie. 

Hunter.  Practical  Book  of  Tapestries,  p.  273.  Mentioned. 

Marillier,  H.  C.  History  of  the  Merton  Abbey  Tapestry  Works. 
London,  1927,  pp.  18,  33.  Said  to  be  "composed  of  charac- 
teristic Morris  trees  and  verses,  designed  together  with  the 
animals  and  accessories  by  John  Dearie"  and  woven  in  191 5; 
called  "Greenery." 

J.B.  [Joseph  Breck].  "Notes:  A  Morris  Tapestry."  MMA  Bulle- 
tin 19  (1924)  pp.  48-50,  illus.  Trees  said  to  have  been  drawn 
by  Morris;  animals,  plants  and  other  accessories  by  Dearie. 

Burroughs,  Bryson.  "A  Modern  View  of  the  Pre-Raphaelites." 
MMA  Bulletin,  n.s.  5  (1946-47)  illus.  p.  233.  Called  verdure 
tapestry  designed  by  William  Morris  and  J.  H.  Dearies  [sic]  in 
1892  and  woven  in  191 5  on  looms  established  by  Morris  at 
Morton  [sic]  Abbey,  England. 

Parry,  Linda.  William  Morris  Textiles.  New  York,  1983,  p. 
120,  illus.  p.  121. 


NOTES 

1.  William  Morris,  Poems  by  the  Way  (Boston,  1892)  p.  123,  called 
"The  Forest,"  among  "Verses  for  Pictures."  The  trees  are  named  as 
pear,  chestnut,  and  oak,  and  standard  capitalization  and  punctua- 
tion are  added. 

2.  Pearwood  is  "remarkable  for  its  extraordinary  smoothness  and 
evenness  of  texture,  which  renders  it  excellent  for  carving,  as  it  can 
be  cut  easily  with  a  sharp  edge  in  any  direction"  (Alexander  L. 
Howard,  A  Manual  of  the  Timbers  of  the  World  [London,  1948]  p. 
448). 

3.  Marillier,  Merton  Abbey,  p.  18;  Day,  "A  Disciple  of  William 
Morris,"  p.  89. 

4.  W.  R.  Lethaby,  Philip  Webb  and  His  Work  (London,  1955)  Pls- 
facing  pp.  109, 116;  Marillier,  Merton  Abbey,  p.  32.  The  drawings 
are  said  to  belong  to  the  Victoria  and  Albert  Museum,  which  act- 
ually owns  only  a  drawing  for  the  part  of  the  background  (inv.  no. 
E.  1 172-1940). 

5.  Arts  and  Crafts  Society,  exh.  cat.,  no.  315. 

6.  Marillier,  Merton  Abbey,  p.  3  3. 

7.  Marillier,  Merton  Abbey ;  p.  33;  Wilfrid  Scawen  Blunt,  "Clouds, 
Salisbury:  The  Residence  of  the  Hon.  Mrs.  Percy  Wyndham," 
Country  Life  16  (November  19, 1904)  p.  747,  illus.  (partly  visible 
hanging  in  hall);  Christina  Gascoigne,  Castles  of  Britain  (New 
York,  1975)  p.  184,  illus.  (partly  visible  on  wall  of  Muses  Room, 
Crathes  Castle). 
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OTHER  COUNTRIES 


Germany 

In  the  late  sixteenth  century,  a  number  of  weavers  left  Flanders  for  religious  reasons  and  settled  in 
Protestant  countries.  Seger  Bombeck  of  Brussels  may  have  been  one  of  them.  He  worked  between 
1545  and  1552  in  Leipzig,  where  he  wove  the  portrait  of  Augustus  I  of  Saxony  (137),  adding  his 
initials  to  the  panel.  It  was  probably  copied  from  a  painting  by  Hans  Krell  and  is  dated  1550. 

A  woodcut  of  about  1506  by  Lucas  Cranach  the  Elder  is  the  source  of  the  design  of  the  Stag 
Hunt  (138),  which  may  have  been  woven  in  the  Rhineland  in  the  mid-sixteenth  century.  Diirer's 
Small  Passion  of  15 11  and  the  Speculum  passionis  domini  nostri  Ihesu  Christ^  published  in  1507 
with  illustrations  by  Hans  Baldung  Grien  and  Hans  Schaufelein,  provided  the  sources  for  four  of  the 
six  small  scenes  of  the  Passion  (139),  woven  in  Alsace;  the  Baptism  is  after  a  print  by  Martin 
Schongauer  and  the  Elevation  of  the  Cross  after  one  by  Hans  Wechtlin.  But  the  tapestries  have  dates 
from  1592  to  1600.  They  were  probably  once  joined  to  form  a  long  narrow  hanging  for  a  church, 
and  they  may  have  been  made  in  a  convent. 

The  cushion  cover  of  the  Annunciation  (140)  is  peasant  work  from  North  Germany  or  Den- 
mark, woven  probably  in  the  late  seventeenth  or  early  eighteenth  century. 


Italy 

The  tiny  panel  of  the  Annunciation  (141)  is  part  of  an  orphrey  woven  in  Florence  in  the  early 
sixteenth  century.  Moses  Striking  the  Rock  (142)  is  also  Florentine,  but  from  the  mid-seventeenth 
century;  the  series  to  which  it  belongs  was  designed  by  Agostino  Melissi  and  woven  by  Bernardino 
van  Asselt  for  the  grand  duke  of  Tuscany. 

Pietro  Ferloni,  head  of  the  San  Michele  manufactory  in  Rome,  put  his  name  on  one  of  the  four 
tapestries  showing  scenes  from  Tasso's  Gerusalemme  Liberata  (143).  The  set  of  at  least  seventeen 
pieces  was  woven  for  Pietro  Ottoboni  between  1732  and  1739.  The  designs  were  copied  from 
paintings  by  Domenico  Paradisi,  made  for  the  cardinal  between  1689  and  1693. 

Three  small  panels  representing  the  Virgin,  two  of  them  after  Guido  Reni,  were  also  probably 
woven  at  the  San  Michele  manufactory  in  the  mid-eighteenth  century  (144—146). 
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Poland 


A  mantle,  probably  for  a  statue  (147),  can  be  attributed  on  stylistic  grounds  to  the  manufactory  of 
Franciszek  Glaize  in  Cracow;  it  shows  symbols  of  the  Virgin.  A  table  carpet  with  a  hunting  scene 
(148)  may  be  tentatively  assigned  to  Poland,  with  a  date  for  its  provincial  rococo  design  of  about 
1760  to  1775. 

China 

Three  embroidered  hangings,  part  of  a  large  set,  have  scenes  from  the  story  of  Troy  (149) ;  they  were 
certainly  made  in  China,  probably  in  the  late  sixteenth  century.  The  designs,  however,  except  for 
details,  are  European,  presumably  taken  from  prints. 

Russia 

The  czars  of  Russia,  like  other  European  rulers,  set  up  tapestry  manufactories,  employing  foreign 
weavers.  One  of  these  was  Jean  Baptiste  Rondet,  who  escaped  from  the  Gobelins  in  1756  and  went 
to  Saint  Petersburg.  Here  he  wove  the  portrait  of  Countess  Elizabeth  Romanovna  Vorontsova 
(150),  mistress  of  Peter  III,  in  1762.  The  same  manufactory  produced  in  the  late  eighteenth  century 
the  twelve  copies  of  old-master  paintings  (151)  that  had  been  acquired  by  Catherine  the  Great  and 
are  mostly  now  in  the  Hermitage. 

Spain 

Inscriptions  in  Catalan  identify  the  subjects  of  two  large  embroideries  with  scenes  from  the  life  of 
Galceran  de  Pinos  (152).  He  was  a  twelfth-century  hero  of  the  wars  against  the  Moors;  a  set  of  ten 
embroideries,  including  this  pair,  was  made  in  the  late  sixteenth  or  early  seventeenth  century  to 
commemorate  his  exploits.  They  have  the  arms  of  the  fourth  duke  of  Hfjar  and  his  wife. 
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137  Augustus  I  of  Saxony 


German  (Leipzig);  woven  in  1550  by  Seger  Bombeck 

(fl.  1543-1557). 
Weaver's  initials. 

Wool  and  silk,  and  silver-gilt  thread. 
8  ft.  10V2  in.  x  6  ft.  1  in.  (2.71  m  x  1.85  m). 
18-20  warps  per  inch,  8  per  centimeter. 
Bequest  of  Susan  Dwight  Bliss,  1966  (67.55.97). 

DESCRIPTION 

Augustus  has  brown  eyes  and  pale  brown  hair  and 
beard.  He  wears  a  crimson  cap  with  a  black  and  yellow 
feather,  a  red  cloak,  yellow-brown  doublet,  slashed 
breeches  in  red  and  yellow,  pink  and  brown  hose,  and 
slashed  brown  shoes.  He  holds  a  pale  brown  glove.  A 
sword  with  a  brown  and  metal-thread  hilt  hangs  at  his 
side  from  a  brown  belt.  On  either  side  of  him  are  gray  and 
brown  marble  columns  with  red,  brown,  pale  yellow,  and 
blue  capitals  and  bases.  Above  the  base  of  the  left  column 
is  half  a  male  torso  with  rams'  horns,  his  limbs  becoming 
foliage,  with  two  flowers  below;  a  similar  figure  on  the 
right  column  is  female.  Dull  yellow  and  red  leaves  wind 
round  the  columns.  The  background  is  a  dark  green  and 
dull  yellow  sixteenth-century  Italian  damask  pattern,  end- 
ing in  a  dull  yellow  fringe.  The  floor  is  in  dull  shades  of 
brown,  green,  pink,  blue,  and  gray. 

The  border  has  a  red  and  dull  yellow  ground  with  a 
yellow-green  stem  of  leaves  in  the  center;  around  this  are 
twisted  sprays  of  leaves,  fruit,  and  flowers  in  shades  of 
blue,  yellow,  green,  pink,  and  red;  convolvulus,  roses, 
pinks,  poppies,  lilies,  violets,  daffodils,  arums,  cherries, 
pomegranates,  grapes,  hazelnuts,  and  oranges  can  be  dis- 
tinguished. The  guards  are  dark  brown,  with  the  letters 
S  ■  B  in  white  in  the  lower  right  corner  (see  detail).  A  coat 
of  arms  in  cream,  brown,  blue,  yellow,  red,  and  gray  pur- 
ports to  hang  from  above  the  guard.  It  comprises:  1 .  Azure, 
a  lion  barry  of  argent  and  gules,  crowned  or,  for  the  land- 
gravate  of  Thuringia;  2.  Or,  a  lion  sable,  armed  gules,  for 
the  margravate  of  Meissen;  3.  Or,  two  pales  azure,  for  the 
county  of  Landsberg;  4.  Sable,  an  eagle  or,  for  the  pala- 
tinate of  Thuringia;  5.  Or,  seme  with  hearts  gules,  a  lion 
sable,  crowned  gules,  for  the  county  of  Orlamiinde;  6. 
Azure,  a  lion  per  fess  or  and  argent,  for  the  county  of 
Pleissnerland;  7.  Azure,  an  eagle  or,  for  the  palatinate  of 
Saxony;  8.  Argent,  a  rose  gules,  for  the  county  of  Alten- 


burg;  9.  Argent,  three  Seebldtter  (waterlily  leaves),  for  the 
county  of  Brehna;  10.  Plain  gules,  for  the  Regalienschild; 
11.  Heart  shield:  Barry  of  ten,  sable  and  or,  with  a  Rau- 
tenkranz  (wreath  of  rue)  vert  in  bend  over  all,  for  the 
duchy  of  Saxony.1 

A  blue  nail  in  the  upper  guard  supports  a  ring,  from 
which  hangs  a  pale  brown  cartouche  in  a  red  and  pale 
yellow  scrolling  border.  An  inscription  in  cream  reads: 

AVGVSTVS  •  ILLVSTRIS  /  SAXONIAE  •  DVXNASCE  /  BATVR  ■ 
ANNO  •  I  •  5  •  2  •  5  /  CALEND  •  AVGVSTI  •  /  AETATIS  •  SVAE  •  24  • 

(Illustrious  Augustus,  Duke  of  Saxony,  born  in  the  year 
1 525  on  the  first  of  August.  Aged  24). 

Metal  thread  is  sparingly  used,  on  the  plume,  the  cuffs, 
and  other  details  of  the  costume. 

CONDITION 

Substantial  areas  in  the  simulated  damask  background 
have  been  rewoven  in  a  much  lighter  yellow  silk.  Brown 
areas  in  the  coat  of  arms  are  also  reweavings,  probably 
of  originally  black  passages.  The  metal  thread  has  black- 
ened. 

SUBJECT 

Augustus  I  (15  26-1 5  86)  became  Elector  of  Saxony  on 
the  death  of  his  older  brother  in  1 5  5  3 . 

SOURCE  OF  THE  DESIGN 

The  design  is  close  to  a  portrait,  dated  155 1,  by  Hans 
Krell  (fl.  1522— 1565),  formerly  in  the  Gemaldegalerie, 


Dresden,  but  destroyed  in  World  War  II.2  In  that  painting 
Augustus  was  seen  in  a  similar  pose,  but  reversed,  and 
with  his  right  hand  on  his  hip,  his  left  holding  the  hilt  of  his 
sword.  The  costume  was  more  elaborate,  with  much  gold 
embroidery  on  black;  the  background  was  plain. 

WEAVER  AND  DATE 

Seger  Bombeck  worked  in  Leipzig  between  1545  and 
1552.3  The  date  of  Augustus's  birth  is  given  on  the  tapes- 
try as  1 525  and  his  age  as  twenty- four;  as  he  was  actually 
born  in  1526,  the  tapestry  was  presumably  woven  in 
1550. 

RELATED  TAPESTRIES 

The  frame  of  the  cartouche  with  the  inscription  is  seen 
in  Bombeck's  portrait  of  Charles  V  in  the  Schloss  museum, 
Dresden,  dated  154 5, 4  and  the  two  columns,  with  the 
grotesque  figures  fully  visible,  in  his  Judgment  of  Solomon 
of  1557,  formerly  in  the  Stadtgeschichtliches  Museum, 
Leipzig.5 

HISTORY 

In  the  Desache  collection,  Paris,  before  1 9 1  o. 
Bequeathed  to  the  MMA  by  Susan  Dwight  Bliss,  1966. 


PUBLICATIONS 

Kurzwelly,  Albrecht.  "Bombeck,  Seger."  In  Ulrich  Thieme  and 
Felix  Becker,  Allgemeines  Lexikon  der  bildenden  Kiinstler. 
Vol.  4,  Leipzig,  1910.  Said  to  have  been  in  the  Desache  [sic] 
collection,  Paris,  "vor  einigen  Jahren."  Called  probably  after 
Hans  Krell. 

Gobel,  Heinrich.  "Heinrich  von  der  Hohenmuel,  Hugo  von 
Thale  und  Seger  Bombeck,  Wirker  im  Dienste  Johann  Fried- 
richs  des  Grosmutigen."  Monatshefte  fur Kunstwissenschaft, 
1921,  p.  93.  Mentioned  as  formerly  in  the  Desache  collec- 
tion. 

Gobel.  Wandteppiche  III,  vol.  2,  pp.  50,  51,  56.  Dated  1549  or 
1550. 

MMA  Annual  Report  1966-1967.  In  MMA  Bulletin,  n.s.  26 

(1967-68)  p.  97.  Listed  in  Susan  Dwight  Bliss  Bequest. 
MMA  Notable  Acquisitions  1965-1975,  p.  265,  illus. 

NOTES 

1.  Helmut  Nickel,  "The  Great  Pendant  with  the  Arms  of  Saxony," 
MMA  Journal  15  (1980)  p.  185.  The  colors  in  the  tapestry  do  not 
always  conform  exactly  to  the  heraldic  tinctures. 

2.  Jean  Louis  Sponsel,  Fiirsten-Bildnisse  aus  dem  Hause  Wettin 
(Dresden,  1906)  p.  36,  no.  73,  pi.  29;  Hans  Ebert,  Kriegsverluste 
der  Dresdener  Gemaldegalerie  (Dresden,  1963)  p.  36,  no.  1956, 
illus. 

3.  Gobel,  "Heinrich  von  der  Hohenmuel,"  pp.  78, 79. 

4.  Gobel,  Wandteppiche  III,  vol.  2,  pi.  33  b. 

5 .  Gobel,  Wandteppiche  III,  vol.  2,  pi.  3  8.  Destroyed  in  World  War  II 
(information  provided  by  Dr.  L.  Wenzel). 
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138  Stag  Hunt 


German  (perhaps  Rhenish),  mid-sixteenth  century. 
Wool  and  silk. 

9  ft.  10  in.  x  21  ft.  (3  m  x  6.4  m). 

13-15  warps  per  inch,  5-6  per  centimeter. 

Rogers  Fund,  1915  (15.28). 

DESCRIPTION 

The  horseman  in  the  foreground  on  the  far  left  holds  a 
long  yellow-brown  spear  with  a  blue  head  and  a  pale  red 
tassel  and  rides  a  white  horse  with  dark  brown  harness 
and  blue  shoes.  He  wears  a  yellow  and  pale  red  turban  and 
a  blue-green  and  pale  red  costume.  Next  on  the  right  is  a 
pale  brown  horse,  with  a  rider  in  a  pale  red  hat  with  blue 
and  dull  yellow  plumes,  a  pale  red-brown  costume,  and 
pale  blue  sleeves  and  leg  coverings.  A  pale  brown  dog 
prances  in  front  of  him.  A  man  in  a  gray-brown  hat,  dark 
blue  sleeves,  pale  gray  leg  coverings,  and  blue  spurs  and 
stirrup  rides  a  brown  horse  with  pale  red  harness  and 
draws  his  white  sword  with  his  left  hand  from  its  dark 
brown  scabbard.  Under  the  horse's  raised  forelegs  are  two 


fig.  87.  Stag  Hunt,  by  Lucas  Cranach  the  Elder.  Woodcut.  MMA, 
Rogers  Fund,  1922  (22.67.45). 


brown  rabbits.  In  the  right  foreground  are  two  men  on 
foot.  The  one  on  the  right  wears  a  wreath  of  blue-green 
leaves  on  his  pale  brown  hat,  a  yellow  and  pale  red  jacket 
with  a  blue  and  pale  yellow  collar,  and  pale  red  leg  cover- 
ings; he  has  an  enormous  brown  scabbard  at  his  right  side 
and  holds  a  blue-headed  brown  spear.  The  other,  holding 
the  leash  to  a  pale  gray  hound,  has  a  brown  cap,  pale  red 
and  brown  coat,  blue  and  yellow  sleeves,  brown  leg  cover- 
ings, dark  brown  shoes,  and  a  dark  brown  scabbard  at  his 
right  side. 

Immediately  behind  this  foremost  row  of  figures,  on  the 
far  left,  are  two  standing  men.  One  wears  a  yellow  and 
brown  cap  with  a  blue  strap,  a  pale  orange-brown  jacket 
with  a  blue  belt,  gray  breeches,  and  brown  boots,  with  an 
arrow  stuck  in  one  of  them;  he  adjusts  his  blue  and  yellow 
crossbow.  The  other,  in  blue  with  a  brown  hat,  is  partly 
visible  behind  him.  There  are  three  small  trees  with 
yellow-gray  trunks  and  blue-green  leaves  to  the  right. 
Partly  behind  one  of  them,  a  man  in  yellow  with  a  gray  hat 
and  pale  red  leg  coverings  holds  up  his  blue  bow.  He  has 
an  arrow  stuck  in  his  dark  brown  belt.  In  the  center  of  the 
tapestry  are  two  horsemen.  The  one  on  the  left,  in  blue  and 
yellow,  with  a  pale  brown  hat  and  leg  coverings,  rides  a 
pale  gray  horse  with  brown  harness  and  holds  a  blue  and 
brown  bow.  The  one  on  the  right,  astride  a  pale  gray- 
brown  horse  with  gray  and  brown  spots  and  pale  red 
harness,  is  dressed  in  pale  yellow  and  blue  with  a  dark 
brown  scabbard  for  the  blue-hilted  sword  at  his  right  side. 
He  aims  his  bow  at  a  brown  stag  with  gray  antlers,  which 
is  being  attacked  by  gray,  brown,  and  dull  yellow  hounds 
swimming  in  blue  and  pale  gray  water.  To  the  far  right,  a 
man  in  blue  with  a  pale  brown  hat  uses  a  brown  pole  to 
maneuver  a  brown  boat;  he  is  partly  concealed  by  a 
brown,  green,  blue,  and  pale  yellow  tree.  Above  him  are 
two  riders.  The  foremost,  in  a  red  cap,  a  blue,  pale  red,  and 
dull  yellow  costume,  and  pale  brown  leg  coverings,  rides  a 
gray  horse  with  blue  harness;  he  carries  a  crossbow  and 
has  an  arrow  stuck  in  his  belt.  His  dark  brown  scabbard 
hangs  at  his  left  side.  Behind  him,  on  a  pale  brown  horse 
with  blue  eyes  and  pale  red  harness,  the  other  rider  holds  a 
pale  red  and  yellow  horn  to  his  lips.  He  wears  a  pale  red 
and  dull  yellow  hat,  a  blue  coat,  pale  red  and  yellow  leg 
coverings,  dark  blue  spur  and  stirrup,  and  a  dark  brown 


scabbard  at  his  left  side.  A  pale  gray-brown  hound  runs  in 
front  of  the  uppermost  horse.  A  clump  of  trees  in  tones  of 
brown,  gray,  green,  and  blue-green  separates  this  group 
from  a  stretch  of  blue  and  pale  gray  water,  in  which  two 
brown  stags  with  gray  antlers  are  swimming,  pursued  by 
three  brown  and  gray  hounds.  A  small  white  dog  on  the 
shore  leaps  toward  the  foremost  stag. 

At  the  far  left  on  the  bank  of  the  river  stand  four  men 
holding  blue  and  yellow-brown  crossbows  and  blue- 
headed  gray  and  pale  yellow  arrows;  they  are  dressed  in 
yellow,  blue,  brown,  pale  red,  and  gray.  The  one  farthest 
to  the  right  has  his  yellow-hilted  sword  in  a  brown  scab- 
bard on  his  right  side;  his  pale  brown  horse  with  pale  red 
harness  is  partly  visible  behind  him.  On  the  right  a  man  in 
pale  red,  blue,  yellow,  and  pale  brown,  with  a  yellow- 
hilted  sword  in  a  dark  brown  scabbard,  rides  a  pale  gray 
horse  with  brown  harness.  A  brown  horse  is  mostly  hid- 
den by  trees. 

A  row  of  blue-green,  green,  pale  yellow,  and  brown 
trees  extends  behind  these  figures;  one  has  pale  yellow 


fruit.  The  sky  is  blue  and  gray.  A  distant  landscape  in  tones 
of  blue,  gray,  and  pale  brown,  with  a  brown  tower  and 
remote  pale  blue  mountains,  is  seen  between  the  trees  at 
the  top  of  the  tapestry.  The  ground  is  in  shades  of  green, 
blue,  yellow,  and  gray,  with  many  stones  and  plants,  in- 
cluding a  brown-headed  bulrush.  Among  the  foreground 
plants  are  pale  yellow  and  white  daisies,  pale  red  poppies, 
and  a  blue  and  white  plantain.  Silk  is  used  very  sparingly 
in  some  costumes. 

CONDITION 

The  entire  surface  has  been  extensively  repaired.  All  the 
dark  brown  sections  (scabbards,  shoes,  harnesses,  etc.)  are 
rewoven.  There  are  many  inserted  patches,  some  painted 
to  match  the  surroundings,  some  conspicuously  different; 
most  of  the  upper  right  corner  behind  the  man  blowing  a 
horn  is  not  original.  There  are  innumerable  darned  and 
cobbled  areas  and  many  small  holes,  especially  in  the  sky 
and  the  foreground. 
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SOURCE  OF  THE  DESIGN 

Almost  all  the  figures  are  taken  from  a  woodcut  by 
Lucas  Cranach  the  Elder  (1472— 1553),  made  about  1506 
(fig.  87). 1  They  are  reversed  and  rearranged,  but  the  rider 
with  a  large  spear,  the  one  drawing  his  sword,  the  leaping 
dog,  the  man  with  a  hound  on  a  leash,  the  running  man 
with  a  spear  and  leaves  around  his  hat,  the  man  on  horse- 
back above  him,  the  rider  shooting,  the  crossbowman  half 
concealed  by  a  tree  trunk,  the  two  men  by  a  tree  on  the  far 
left  of  the  tapestry  (one  fixing  his  bow),  the  man  with  a 
pole  in  the  boat,  the  stag  with  the  hounds  chasing  it,  the 
two  stags  pursued  by  hounds,  the  small  dog  leaping  at  the 
foremost  stag,  the  crossbowmen  and  the  horses  at  the  edge 
of  the  wood,  and  the  tower  on  the  skyline  can  all  be  found 
in  the  print.  Only  one  rider  in  the  foreground,  the  second 
from  the  left,  is  an  addition.  However,  in  the  print  the 
scene  is  perfectly  logical,  but  on  the  tapestry  it  has  lost  its 
coherence.  The  riders  in  the  print  advance  toward  a  stag  at 
bay,  at  which  the  running  man  directs  his  spear;  the  course 
of  the  river  can  be  followed  fairly  clearly.  The  inept  han- 
dling of  the  design  in  the  tapestry  and  the  failure  to  allow 
for  the  reversal  of  the  cartoon  in  many  instances,  making 
some  of  the  gestures  left-handed,  suggests  that  it  cannot 
have  originated  in  the  Cranach  workshop.  The  many 
paintings  and  drawings  of  stag  hunts  produced  by 
Cranach  and  his  assistants  between  1529  and  1546,2 
though  they  show  similar  scenes  of  stags  taking  to  the 
water  and  attacked  with  crossbows,  are  not  related  to 
138. 

MANUFACTURE  AND  DATE 

The  Story  of  the  Prodigal  Sow,  dated  1 5 1 7,  in  the  Skulp- 


turengalerie,  Berlin— Dahlem,  shows  some  stylistic  resem- 
blances to  13  8;  the  horses,  trees,  pebbles,  and  small  plants 
are  very  similar  in  both  pieces.3  The  Berlin  tapestry  is 
attributed  to  the  Middle  Rhine  region,  perhaps  Frankfurt 
or  Mainz.  It  is,  however,  a  long,  narrow  tapestry,  prob- 
ably amateur  work;  there  is  no  evidence  that  professional 
weavers  with  large  looms  were  active  in  this  district  before 
the  second  half  of  the  sixteenth  century. 

HISTORY 

Owned  by  the  Metternich  family,  Schloss  Johannisberg,  Ger- 
many. 

Purchased  for  the  MMA  by  means  of  the  Rogers  Fund,  191 5. 
PUBLICATIONS 

MMA  Annual  Report  191  j,  p.  20.  Mentioned. 

R.A.P.  [Russell  A.  Plimpton]  and  D.F.  [Durr  Friedley].  "A 
Hunting  Tapestry."  MMA  Bulletin  10  (191 5)  pp.  213-15, 
illus.  Called  French  or  Franco-Flemish,  perhaps  Courtrai. 

Forsyth,  William  H.  "The  Medieval  Stag  Hunt."  MMA  Bulle- 
tin^ n.s.  10  (1951-52)  pp.  209,  210,  illus.  Called  French, 
early  sixteenth  century.  Said  to  have  belonged  to  the  Metter- 
nich family. 

NOTES 

1.  Henry  S.  Francis,  "The  Stag  Hunt  by  Lucas  Cranach  the  Elder  and 
Lucas  Cranach  the  Younger,"  Bulletin  of  The  Cleveland  Museum 
of  Art  46  (1959)  fig.  6,  p.  204.  This  relationship  was  first  noticed  by 
John  G.  Phillips. 

2.  Max  J.  Friedlander  and  Jakob  Rosenberg,  Die  Gemalde  von  Lucas 
Cranach  (Berlin,  1932)  nos.  231,  330,  331. 

3.  Gobel,  Wandteppiche  III,  vol.  2,  p.  3,  pi.  1;  Dora  Heinz,  Europa- 
ische  Wandteppiche,  vol.  1  (Brunswick,  1963)  p.  284,  fig.  196. 
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139  The  Passion 


Six  panels  from  a  set 
a  The  Baptism 

b  Christ  Washing  the  Disciples'  Feet 
c  Christ  Carrying  the  Cross 
d  The  Elevation  of  the  Cross 
e  The  Ascension 
f  Pentecost 

German  (Alsace,  perhaps  Strasbourg),  dated  1 592-1600. 

Monograms  of  weavers  on  all  pieces,  dates  on  all  but  139b. 

Wool  and  silk,  and  metal  thread. 

3  ft.  4V2  in.  x  2  ft.  7  in.  (1.03  m  x  79  cm). 

20  warps  per  inch,  8  per  centimeter. 

Gift  of  J.  Pierpont  Morgan,  191 1  (11. 148. 1  [139c]; 

11. 148.2  [i39f];  11. 148.3  [i39b];  11. 148.4  [139a]; 

11. 148.5  [139c];  11. 148.6  [139c!]). 

DESCRIPTION 

The  scene  in  each  panel  is  framed  at  the  sides  by  gray 
half-columns.  At  the  top  of  each  scene  is  a  pale  tan  scroll 
with  an  inscription  in  brown,  red,  and  black.  The  flesh 
tones  are  gray  or  pale  gray,  the  outlines  mostly  brown, 
with  some  red  or  black.  The  guards  are  dark  brown.  139b 
and  i39e  are  markedly  lighter  in  tone  than  the  others. 

CONDITION 

The  silver  thread,  used  sparingly,  chiefly  in  halos,  has 
blackened. 

SUBJECT 

The  Baptism  is  frequently  shown  as  the  beginning  of  the 
Passion.1  Other  known  subjects  of  the  same  series  are  the 
Entry  into  Jerusalem,  Christ  Taking  Leave  of  His  Mother, 
the  Betrayal,  the  Entombment,  and  the  Resurrection. 
There  probably  were  others,  but  if,  as  seems  likely,  the 
pieces  were  made  to  be  joined  into  long  bands  and  hung  in 
a  church,  the  Crucifixion  may  not  have  been  represented, 
since  its  place  would  have  been  taken  by  the  crucifix  on  the 
altar.2  The  eight  years  difference  (1592— 1600)  between 


the  earliest  and  the  latest  pieces  of  139,  combined  with  a 
marked  variation  in  tonality,  suggest  that,  though  made 
by  the  same  weavers,  they  were  not  originally  part  of  the 
same  set. 

SOURCES  OF  THE  DESIGN 

All  but  two  of  the  designs  (139a  and  i39d)  are  appar- 
ently copies  or  adaptations  of  woodcuts  in  two  books, 
Diirer's  Small  Passion  of  1 5 1 1  and  the  Speculum  passionis 
domini  nostri  Ihesu  Christi,  written  and  published  by 
Ulrich  Pinder,  Niirnberg,  1507,  illustrated  by  several  art- 
ists. Of  the  related  tapestries  not  in  139,  the  Entry  into 
Jerusalem,  Christ  Taking  Leave  of  His  Mother,  the  En- 
tombment, and  the  Resurrection  are  after  Durer.3  The 
Betrayal  is  an  adaptation  of  Hans  Schaufelein's  woodcut 
in  the  Speculum  passionis.4 

MANUFACTURE  AND  DATE 

All  the  tapestries  of  the  type  have  been  found  in  Alsace, 
except  for  the  pieces  owned  by  the  Catholic  church  at 
Gegenbach;5  this  building,  however,  was  connected  with 
the  bishop  of  Strasbourg.6  It  has  been  suggested  that  these 
tapestries  might  have  come  from  a  workshop  in  a  Stras- 
bourg convent,  made  by,  or  under  the  direction  of  Flemish 
weavers.7  The  initials  on  many  pieces  are  taken  to  be  those 
of  the  weavers,  of  whom  nothing  is  known.  The  earliest 
date  is  that  on  139c  and  139^  1592;  the  latest,  on  an 
Adoration  of  the  Kings  clearly  from  the  same  workshop, 
1620.8  The  use  of  Durer  woodcuts  as  the  basis  for  most  of 
the  designs  has  been  related  to  a  revival  of  interest  in  this 
artist  that  took  place  about  1600,9  but  if  the  tapestries 
were  made  in  a  convent,  the  artist  may  merely  have  been 
using  prints  that  happened  to  be  available. 

RELATED  TAPESTRIES 

A  tapestry  in  the  Heimatmuseum,  Gegenbach,  Baden 
(owned  by  the  Catholic  church),  consists  of  five  pieces 
sewn  together  to  make  a  single  long  panel;  the  Christ 
Carrying  the  Cross  and  the  Elevation  of  the  Cross  are 
replicas  of  139c  and  i39d.  The  other  scenes  are  Christ 
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Taking  Leave  of  His  Mother,  the  Betrayal  (with  the  ini- 
tials HEV  and  VG),  and  the  Entombment  (with  initials 
MR  and  PF,  dated  1606). 10  A  Resurrection,  dated  1592, 
was  owned  by  the  bishop  of  Strasbourg  in  189 5. 11  An 
Entry  into  Jerusalem  with  an  inscription  at  the  top,  dated 
1603,  from  Schloss  Maihingen,  was  in  a  private  collection 
in  1 963. 12  Another  example  of  the  same  subject,  with  no 
inscription  or  date,  was  in  the  Weiler  collection,  Berlin;  it 
may  be  identical  with  the  piece  owned  by  the  New  York 
dealers  French  &  Co.  in  1933.  An  Adoration  of  the  Kings, 
dated  1 620,  owned  by  the  Munich  dealer  L.  Bernheimer  in 
1933,  shows  similar  half  columns  at  the  sides  and  in- 
scribed scroll  at  the  top,  but  may  belong  to  a  series  of  the 
life  of  Christ  or  of  the  Virgin.13  Scenes  from  the  life  of  the 
Virgin  after  Diirer  have  been  recorded.14 

HISTORY 

Possibly  from  the  convent  of  Masevaux,  near  Mulhouse.15 
Possibly  in  the  collection  of  Schneider,  a  cathedral  cleric,  in 
Mulhouse. 

In  the  Miiller-Schirmer  collection,  Mulhouse,  1895. 
Given  to  the  MMA  by  J.  Pierpont  Morgan,  191 1. 

EXHIBITION 

Strasbourg,  Orangerie,  1895.  Ausstellung  fur  Kunst  und  Alter- 
thum  in  Elsass-Lothringen.  139c,  d,  and  f  lent  by  Dr.  Miiller- 
Schirmer,  Mulhouse. 

PUBLICATIONS 

Schricker,  A.  Kunstschdtze  in  Elsass-Lothringen.  Strasbourg, 
1896,  pis.  9, 117a  [139c],  b  [i39d],d  [i39f].  As  in  the  collec- 
tion of  Dr.  Miiller-Schirmer  and  belonging  to  the  same  set  as 
the  Resurrection  in  the  private  chapel  of  the  bishop's  palace, 
Strasbourg. 

Thomson,  W.  G.  A  History  of  Tapestry.  London,  1906,  p.  480. 
Monogram  AR  reproduced  as  from  Scenes  from  the  Life  of 
Christ,  Alsace,  1592.  Repeated  without  change  in  3rd  ed., 
1973- 

MMA  Annual  Report  19 11,  p.  65.  Listed. 

J.B.  [Joseph  Breck].  "Gifts  of  Tapestries."  MMA  Bulletin  6 
(1911)  p.  217.  Described  as  Scenes  from  the  Life  of  Christ, 
Alsatian.  139b,  c,  and  e  said  to  be  after  Diirer's  woodcuts  of 
the  Small  Passion,  I39d  and  f,  from  cartoons  of  the  school  of 
Diirer,  139a  after  Martin  Schongauer.  Monograms  given  as 
AR,  MG. 

Hunter,  George  Leland.  Tapestries,  Their  Origin,  History  and 
Renaissance.  New  York,  1912,  pp.  41,3,  414,  pi.  415  [139c 
and  b].  Monograms  given  as  AR,  ICM. 


Schmitz,  Hermann.  Bildteppiche.  Berlin,  1919,  p.  128.  Said  to 
have  been  made  in  Strasbourg.  A  Pentecost,  a  Christ  Car- 
rying the  Cross,  and  an  Elevation  of  the  Cross  said  to  be 
owned  by  Dr.  Miiller-Schirmer,  Mulhouse;  six  pieces  from 
the  estate  of  Dompralaten  Schneider  said  to  be  in  New  York. 
Said  to  illustrate  the  neo-Gothic  style  of  southwest  Germany 
in  the  late  sixteenth  century. 

Gobel.  Wandteppiche  I,  vol.  1,  p.  189.  Mentioned  as  in  the 
Schneider  estate,  with  other  versions  in  Mulhouse,  Stras- 
bourg, and  Gegenbach. 

Hunter.  Practical  Book  of  Tapestries,  p.  210.  Mentioned. 

Kurth,  Betty.  Die  deutschen  Bildteppiche  des  Mittelalters. 
Vienna,  1926,  vol.  1,  p.  140,  n.  3.  Said  to  be  seven  pieces, 
with  others  in  the  bishop's  palace,  Strasbourg;  Mulhouse; 
Maihingen;  the  parish  church,  Gegenbach;  and  a  private 
collection  in  Berlin. 

Von  Falke,  Otto.  "Ein  Diirerteppich."  Pantheon  1  (1928)  p.  30. 
Said  to  be  from  a  Passion  series,  of  which  seventeen  pieces  are 
known:  six  in  America,  five  in  Gegenbach,  four  in  Stras- 
bourg, and  one  each  in  Maihingen  and  Berlin. 

Gobel,  Wandteppiche  III,  vol.  1,  p.  195,  p.  1  of  reproductions 
of  weavers'  marks,  pi.  190b  [139c].  Described  as  Christ 
Washing  the  Disciples'  Feet,  Christ  Nailed  to  the  Cross 
(Kreuzlegung),  Resurrection,  Elevation  of  the  Cross,  Pente- 
cost, and  Baptism,  from  the  collection  of  Dompralaten 
Schneider,  given  to  the  MMA  by  J.  Pierpont  Morgan.  Three 
scenes,  a  Christ  Carrying  the  Cross,  an  Elevation,  and  a  Pen- 
tecost said  to  belong  or  to  have  belonged  to  Dr.  Miiller- 
Schirmer  in  Mulhouse,  An  Ascension  of  1592  (139c)  said  to 
be  in  the  MMA.  Monograms  read  as  CJM,  AR.  Attribution 
to  Alsace,  specifically  Strasbourg,  based  on  original  locations 
of  all  pieces;  technique  said  to  indicate  weavers  from  Bra- 
bant, perhaps  directing  a  convent  in  Strasbourg. 

Heinz,  Dora.  Europdische  Wandteppiche.  Vol.  1.  Brunswick, 
1963,  pp.  281,  282.  Listed,  with  others  said  to  be  in  Stras- 
bourg, Kloster  Gegenbach,  and  private  collections. 


139a  The  Baptism 

DESCRIPTION 

Christ,  who  has  black  eyes,  brown  hair  and  beard,  and  a 
pale  tan  and  gray  halo,  wears  a  dull  yellow  and  pale  tan 
loincloth  as  he  stands  in  the  striped  pale  tan  and  gray 
water.  John  the  Baptist,  with  gray  and  brown  hair,  has 
dull  red,  gray,  and  tan  garments.  The  angel,  who  has  blue 
and  tan  wings,  is  dressed  in  dull  yellow  and  tan  with  a  pink 
collar;  he  holds  Christ's  dull  red  robe.  The  gray  and  tan 
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dove  is  seen  above  Christ  against  a  pale  blue  sky  with  pale 
tan  and  gray  clouds.  A  twisting  scroll  above  is  inscribed  on 
the  front  in  brown  and  black:  Disz  ist  mein  ge-liebter  Son 
inn  dem  icb  ein  wol-gefallen  hab  ibn  sollet  ibr  horen  (This 
is  my  beloved  son  in  whom  I  am  well  pleased;  hear  ye 
him).  On  the  reversed  sections  of  the  scroll  are  mono- 
grams in  brown:  AR,  ICM.  In  the  center  above  the  scroll  is 
God  the  Father  with  a  blue  and  silver  closed  crown,  wear- 
ing a  pink,  red,  and  tan  cope  over  a  blue  garment.  He 
holds  a  blue  orb  surmounted  by  a  cross.  Behind  his  head 
are  silver  flame  shapes  seen  against  a  dull  red  surround  on 
dark  tan. 

The  landscape  behind  the  figures  shows  gray  and  tan 
buildings  with  one  pointed  dull  red  roof.  Behind  John  the 
Baptist  is  a  mass  of  foliage  in  shades  of  green  and  tan; 
above  his  left  foot  is  a  gray  and  tan  rabbit.  The  saint  kneels 
on  a  low  dull  red  and  gray  cliff,  with  a  brown  and  tan  frog 
in  the  foreground,  and  some  plants.  The  angel  stands  on  a 
green  and  tan  grassy  plot,  with  a  pale  tan  lizard  on  a  gray 
and  dull  red  rock  in  the  foreground.  A  tree  is  seen  on  the 


fig.  88.  The  Baptism  of  Christy  by  Martin  Schongauer.  Engraving. 
MMA,  Harris  Brisbane  Dick  Fund,  1928  (28.97.107). 


left.  The  sky  is  pale  blue,  largely  covered  by  gray  and  white 
clouds.  The  date  1595  is  inscribed  above  God.  The  scroll 
at  the  top  reads:  Christus  von  Johane  im  Jordan  getaufft  I 
vom  H:  geist  im  ei-ner  dtiben  gstalt  I  und  gottlichen  stimm 
I  der  Son  erkldrt  Luaiii.  (Christ  baptized  by  John  in  Jor- 
dan, the  son  made  known  by  the  Holy  Ghost  in  the  like- 
ness of  a  dove  and  by  a  divine  voice.  Luke  3 .) 


CONDITION 

There  are  areas  of  careful  reweaving  throughout,  espe- 
cially in  the  angel's  costume,  Christ's  loincloth,  and  the 
flanking  columns. 


.  ncr  total     /Mb  §6idp  ton  brrSon  m 


SUBJECT 

The  scene  is  that  described  in  Luke  3:21-22:  "Now 
when  all  the  people  were  baptized,  it  came  to  pass,  that 
Jesus  also  being  baptized,  and  praying,  the  heaven  was 
opened,  And  the  Holy  Ghost  descended  in  a  bodily  shape 
like  a  dove  upon  him,  and  a  voice  came  from  heaven, 
which  said,  Thou  art  my  beloved  Son;  in  thee  I  am  well 
pleased."  The  inscription  on  the  scroll  between  God  the 
Father  and  the  Holy  Ghost,  however,  is  not  taken  from 
any  Gospel  account  of  the  Baptism,  but  from  the  words 
spoken  by  God  at  the  Transfiguration  (Matthew  17: 5). 16 
The  angel  carrying  Christ's  robe  is  found  in  representa- 
tions of  the  subject  from  the  sixth  century.17 

"S^ritoie  -NflM)  wm.  Itfflrn  fttraitaal 
,  A  benfoajfrua  irt  fallc  go^:  jfiij.  m 


SOURCE  OF  THE  DESIGN 

The  design  is  taken,  in  reverse,  from  a  print  of  Martin 
Schongauer  (c.  1430-1491).  The  figures  are  closely  copied. 
The  distant  landscape,  the  foliage,  rabbit,  frog,  and  lizard 
are  additions  (fig.  88). 


139b  Christ  Washing  the  Disciples' 
Feet 

DESCRIPTION 

Christ  has  light  brown  hair  and  beard  and  a  gray  and 
silver  halo  with  a  dull  red  floriated  cross.  He  wears  a  blue 
robe  with  a  pale  gray-pink  towel  tied  around  his  waist. 
Peter  has  a  pale  yellow-green  undergarment  with  pale  tan 
cuffs  and  a  dull  yellow-red  robe;  his  right  foot  rests  in  a 


fig.  89.  Christ  Washing  the  Disciples'  Feet,  by  Albrecht  Durer. 
Woodcut,  from  the  Small  Passion,  MMA,  Gift  of  Junius  S. 
Morgan,  1919  (19.73.179). 
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shallow  red  and  yellow  basin.  He  and  eleven  other  dis- 
ciples have  dull  yellow  and  metal  thread  halos.  The  head 
of  a  man  in  a  tall  cap  is  seen  in  the  upper  right  corner.  A 
beardless  disciple,  probably  John,  standing  behind  Christ, 
is  in  yellow  with  a  white  cloth  over  his  shoulder;  he  holds  a 
pale  gray  jug.  The  seated  disciple  in  the  center  is  in  red;  the 
others  are  in  blue,  dull  yellow,  and  pale  brown.  The  back- 
ground is  gray  and  brown,  with  red  passages  in  the  upper 
right  corner  and  the  date  1595  in  pale  tan  in  the  center. 
Peter  sits  on  a  pale  gray  and  brown  support  and  Christ 
kneels  on  a  similarly  colored  slab.  The  floor  is  dark  blue- 
green  and  yellow.  The  scroll  at  the  top  is  inscribed:  Chris- 
tus  wtiscb  vorm  letsten  Abentmal  I  den  Jungernn  ire  fiisse. 
Johann:  xiii.  (Christ  washed  the  disciples'  feet  before  the 
Last  Supper.  John  13.)  There  is  a  monogram,  AR,  on  the 
left,  and  ICM  (upside  down)  on  the  right,  in  pale  brown. 

CONDITION 

Only  minor  repairs  are  apparent. 

SUBJECT 

The  representation  shows  Christ,  girded  with  a  towel, 
washing  the  feet  of  Peter  with  water  Christ  had  poured 
into  a  basin,  as  described  in  John  13:4-6.  Peter,  identi- 
fiable by  his  facial  appearance,  is  presumably  saying, 
"Lord,  not  my  feet  only,  but  also  my  hands  and  my  head" 
(John  13:9);  his  gesture,  raising  his  hand  to  his  head,  is 
found  from  the  tenth  century,  as  is  the  jug  and  towel 
carried  by  another  disciple.18 

SOURCE  OF  THE  DESIGN 

The  design  is  taken,  in  reverse,  from  Durer's  woodcut  in 
the  Small  Passion  (fig.  89).  In  the  tapestry  the  chandelier 
was  omitted,  and  thirteen  men  are  shown,  all  with  halos 
(except  for  the  man,  perhaps  Judas,  in  a  tall  cap  in  the 
upper  right  corner),  instead  of  the  correct  twelve,  without 
halos,  in  the  print.  The  extra  head  is  just  visible  immedi- 
ately above  the  bald  man,  between  the  heads  of  John  and 
the  man  bending  forward. 


139c  Christ  Carrying  the  Cross 

DESCRIPTION 

Christ,  with  fair  hair  and  beard,  has  a  dark  brown  and 
tan  halo  with  a  gray  floriated  cross  and  a  gray  crown  of 
thorns.  He  is  dressed  in  blue  and  white.  Veronica,  kneel- 
ing beside  him,  has  a  dull  pink  headdress  and  a  dark  red, 
brown,  and  tan  costume;  she  holds  out  a  dull  pink  cloth. 
Behind  her,  Simon  of  Cyrene,  in  gray  and  brown,  has 
picked  up  the  end  of  the  gray  and  brown  cross.  Above  him 
is  the  Virgin  in  a  dull  pink  headdress,  blue  cloak,  and  red 
dress,  with  the  fair-haired  John  beside  her  in  yellow-green 
and  tan.  The  head  of  another  woman  is  seen  beside  them. 

On  the  far  left  is  a  man  with  a  dark  brown  and  pale  tan 
cap,  carrying  a  yellow  basket  and  a  rope;  he  wears  a  dull 
dark  yellow  jacket,  red  sleeves  and  breeches,  and  blue 
stockings.  Behind  the  arm  of  the  cross  is  the  head  of  a  gray 
and  tan  horse,  ridden  by  a  man  with  a  long  gray-yellow 
beard,  fantastic  pale  pink  headdress,  and  dark  blue  and 
gray  robe;  he  holds  a  pale  yellow  scroll.  Another  man, 
presumably  on  horseback,  beside  him  is  in  blue.  In  front  of 
this  pair,  the  head  of  a  bald  man  protrudes  between  the 
rungs  of  the  ladder  he  carries.  In  front  of  him,  a  brown- 
haired  man  in  red  and  dull  yellow  strikes  at  Christ  with  a 
long  brown  stick.  Spears,  halberds,  and  a  mace  rise  up 
behind  the  figures. 

In  the  distance  on  the  left  are  dull  green  hillocks  and  a 
gray  city  wall  with  some  buildings.  On  the  right  is  the  dark 
brown  entrance  to  Jerusalem  with  a  gray  portcullis.  On 
the  gray  wall  in  brown  is  the  date  1598.  The  foreground  is 
in  shades  of  blue-green,  gray,  tan,  and  dull  red.  The  mono- 
grams AR  and  ICM,  in  dark  brown,  are  seen  in  the  center. 
The  sky  is  dark  blue.  The  scroll  is  inscribed:  Christus  tregt 
sein  creutz  aus  Jerusalem,  an  berg  I  Calvarie  zu  creiitzigen 
aussgefiirt.  Math:  xxvii.  (Christ  carries  his  cross  from 
Jerusalem  to  the  hill  of  Calvary  to  be  crucified.  Matthew 
27.) 

CONDITION 

Only  minor  repairs  are  apparent. 

SUBJECT 

Matthew  27:3 1-3  2  states  that  the  soldiers  of  the  gover- 
nor led  Christ  away  to  crucify  Him,  "And  as  they  came 
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fig.  90.  Christ  Carrying  the  Cross,  by  Albrecht  Diirer.  Woodcut, 
from  the  Small  Passion.  MMA,  Gift  of  Junius  S.  Morgan, 
1919(19.73.191). 


RELATED  TAPESTRY 

The  piece  in  Gegenbach  has  no  date  or  monograms,  but 
is  otherwise  exactly  similar. 


out,  they  found  a  man  of  Cyrene,  Simon  by  name:  him 
they  compelled  to  bear  his  cross."  Saint  Veronica  and  the 
veil  that  she  offered  to  Christ  on  the  road  to  Calvary  were 
added  to  the  scene  of  Christ  carrying  the  cross  in  the  thir- 
teenth century;  the  holy  women  and  the  city  gate  are  found 
in  the  twelfth  century;  a  ladder  and  a  basket  for  the  nails 
from  the  thirteenth  century;  Christ  falls  under  the  cross  in 
northern  European  art  from  the  second  half  of  the  fifteenth 
century.19 


SOURCE  OF  THE  DESIGN 

The  design  is  taken,  in  reverse,  from  Diirer's  Small  Pas- 
sion (fig.  90).  The  rendering  is  very  close,  only  a  few  trees 
on  a  distant  horizon  beyond  the  city  being  omitted. 
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139d  The  Elevation  of  the  Cross 

DESCRIPTION 

The  fair-haired  Christ  has  a  gray  halo  and  pale  tan  loin- 
cloth. A  man  on  the  left,  in  a  red  and  tan  short-sleeved 
jacket,  gray-brown  leggings,  and  dark  gray  shoes,  hauls 
on  a  gray  rope  attached  to  the  top  of  the  gray  and  brown 
cross;  his  red  and  tan  hat  lies  on  the  ground  at  his  feet. 
Another  man,  similarly  dressed,  puts  his  arms  round  the 
leg  of  the  cross,  and  a  third,  in  blue  and  brown,  pushes  it 
from  behind.  On  the  right,  a  violently  contorted  man  in  a 
red  hat  and  a  red,  gray,  and  blue  costume,  holds  a  brown 
stick  against  the  upper  part  of  the  cross,  and  another,  in 
gray  and  blue,  does  the  same  with  a  gray  one.  The  heads  of 


fig.  91.  Elevation  of  the  Cross,  by  Hans  Wechtlin.  Woodcut,  from 
Johnnes  Schott,  Das  Leben  Jesu.  Bayerische  Staatsbiblio- 
thek,  Munich  (Rar.  2161/1). 


•^ijriims' Mrt  am  rrrufc 


139d 

a  number  of  men  are  seen  behind  them,  two  of  them  with 
dull  yellow  medieval  helmets;  one  man,  more  fully  seen, 
has  a  red  hat  and  costume,  with  an  ermine  collar.  Gray 
spears  and  axes  rise  above  them.  A  pale  tan  label  above  the 
cross  has  no  inscription. 

On  the  left,  the  Virgin,  in  a  dull  yellow-pink  head  cloth, 


fig.  92.  The  Elevation  of  the  Cross,  by  Hans  Baldung  Grien.  Wood- 
cut, from  the  Speculum  passionis  domini  nostri  Ihesu  Christy 
Niirnberg,  printed  for  Ulrich  Pinder,  1507.  MMA,  Rogers 
Fund,  1919  (19.49.2). 
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red  dress,  and  blue  cloak,  sits  on  the  ground  beside  John, 
who  is  in  red.  The  heads  of  the  two  holy  women  in  pale  tan 
head  cloths  are  visible.  A  dull  blue-green  and  tan  tree  rises 
behind  them.  The  distant  landscape  is  pale  gray-blue,  the 
sky  dark  blue  above,  gray  below.  The  foreground  is  in 
shades  of  gray,  brown,  and  dark  blue,  with  some  pale  tan 
plants.  The  scroll  is  inscribed:  Christus  wiirt  am  creutz 
auffgericht.  1600.  Johannis  xix.  (Christ  is  raised  up  on  the 
cross.  John  19.)  The  monograms,  AR  and  ICM,  in  red,  are 
seen  at  either  side. 

SUBJECT 

Representations  of  the  Elevation  of  the  Cross  are  rare 
before  the  late  fifteenth  century,  but  become  common 
about  1500.20 

SOURCE  OF  THE  DESIGN 

The  design  is  taken,  reversed,  from  a  woodcut  by  Hans 
Wechtlin  (c.  1460— 1526),  an  illustration  for  Johannes 
Schott's  Das  Leben  Jesu,  published  in  Strasbourg  in  1508 
(fig.  91).  Some  figures  in  this  woodcut,  notably  the  two 
men  who  are  pushing  the  cross,  are  close  to  Hans  Baldung 
Grien's  woodcut  from  the  Speculum  passionis  (fig.  92). 21 
The  tapestry  shows  a  leafy  tree  behind  the  group  of  spec- 
tators instead  of  the  bare  one  in  the  Wechtlin  woodcut, 
and  there  are  small  differences  in  the  faces. 


RELATED  TAPESTRIES 

The  same  subject  appears  on  the  Gegenbach  tapestry.  It 
is  dated  1608  and  has  no  monogram.  The  letters  INRI  are 
seen  at  the  top  of  the  cross,  as  they  are  on  the  woodcut  and 
there  are  buildings  in  the  distant  landscape. 


sky.  Below  him  is  a  hillock,  blue-green  and  pale  yellow  on 
top,  with  his  footprints;  its  rocky  sides  are  gray,  blue,  and 
dull  pink.  The  fair-haired  apostle  kneeling  on  the  left  has  a 
pale  brown  robe  with  a  yellow  collar  and  a  red  and  yellow 
cloak;  the  one  on  the  right  is  in  red.  The  Virgin,  in  blue, 
stands  behind  him.  The  head  of  a  man  in  a  dark  brown 
hat,  without  a  halo,  is  seen  on  the  far  left,  with  three  men 
with  halos  in  yellow  and  red  beside  him.  Behind  the  Virgin 
is  a  group  of  heads,  all  with  halos.  All  the  halos  are  gray 
and  dull  yellow.  In  the  sky  by  the  left-hand  capital  is  the 
dark  brown  monogram  ICM.  The  scroll  is  inscribed:  Wie 
Christus  aiiffiir  gen  Himmell  Inn  I  einer  wolckenn.  Marci 
am  xvi  capiteL  1592  (How  Christ  rises  to  heaven  in  a 
cloud.  Mark  in  the  1 6th  chapter). 


CONDITION 

Only  minor  repairs  are  apparent. 


SUBJECT 

Mark  16:14-19  records  Christ's  appearance  to  the 
eleven  apostles,  "as  they  sat  at  meat,"  and  his  words  to 
them,  concluding:  "So  then  after  the  Lord  had  spoken 
unto  them,  he  was  received  up  into  heaven,  and  sat  on  the 
right  hand  of  God."  In  Luke  24:50—51,  the  Ascension  is 
described  as  taking  place  in  Bethany;  Acts  1:9,  12  says 
that  "a  cloud  received  him  out  of  their  sight,"  and  that  the 
apostles  then  returned  to  Jerusalem  "from  the  mount 
called  Olivet."  Though  the  Bible  speaks  only  of  the  pres- 
ence of  the  apostles,  the  Virgin  was  shown  with  them  from 
a  very  early  period.  The  representation  of  the  lower  part  of 
Christ's  body  only  was  first  used  in  England  about  1000, 
and  his  footprints  on  the  mountain  are  found  from  the 
thirteenth  century.22 


139e  The  Ascension 

DESCRIPTION 

The  lower  part  of  Christ's  pale  blue  and  yellow  robe, 
with  a  red  and  yellow  drapery  on  the  left,  is  seen  against  a 
yellow  break  in  the  pale  blue  and  gray  clouds  that  fill  the 


SOURCE  OF  THE  DESIGN 

The  design  is  taken,  in  reverse,  from  Durer's  woodcut  in 
the  Small  Passion  (fig.  93).  Among  a  number  of  changes, 
halos  have  been  added  to  all  but  one  of  the  figures,  and 
more  space  is  left  between  the  two  kneeling  apostles  in  the 
foreground. 
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fig.  93.  The  Ascension  of  Christ,  by  Albrecht  Durer.  Woodcut,  from 
the  Small  Passion.  MMA,  Gift  of  Junius  S.  Morgan,  19 19 
(19.73.z04). 


139f  Pentecost 

DESCRIPTION 

The  Virgin  wears  a  pale  yellow  and  gray  head  cloth,  red 
dress,  and  blue  cloak.  The  seated  apostle  on  the  right  has  a 
gray  and  yellow  robe  and  a  red  and  yellow  cloak,  the 
kneeling  one  on  the  left  a  red,  yellow,  and  brown  robe  and 
a  green  and  yellow  cloak.  The  bald  man  behind  him,  hold- 
ing a  yellow  and  red  book,  is  in  gray.  The  others  are 
dressed  in  red,  yellow,  gray,  and  blue.  All  the  figures  have 
fair  hair  and  yellow  and  gray  halos.  The  tongues  of  fire  are 
gray  or  yellow,  outlined  in  red.  The  dove  is  dull  yellow, 
seen  against  a  gray  background.  The  architecture  is  gray 
and  pale  brown;  on  the  wall  to  the  upper  left  is  the  date  in 
pale  yellow,  1592.  The  sky  is  dark  blue  above,  gray  below, 
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with  white  clouds.  The  distant  landscape  is  pale  blue,  with 
some  dark  green  and  yellow  trees  on  the  left.  The  fore- 
ground is  in  shades  of  blue-green.  The  scroll  is  inscribed: 
Die  Sendung  des  Heiligenn  Geistes  Inn  I  gestalt  Feuriger 
Zungenn.  Act:  ii  (The  descent  of  the  Holy  Ghost  in  the 
likeness  of  fiery  tongues.  Acts  2).  The  monograms  AR  and 
ICM,  in  dark  brown,  are  seen  on  either  side. 


CONDITION 

Only  minor  repairs  are  apparent. 
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fig.  94.  Pentecost,  by  Hans  Schaufelein.  Woodcut,  from  the  Specu- 
lum passionis  domini  nostri  Ihesu  Christi,  Ntirnberg,  printed 
for  Ulrich  Pinder,  1507.  MMA,  Rogers  Fund,  19 19 
(19.49.2). 
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SUBJECT 

The  miracle  of  Pentecost  is  described  in  Acts  2:1-4.  By 
this  time  there  were  again  twelve  apostles,  as  Matthias  had 
been  chosen  to  fill  Judas's  place.  Though  the  Virgin  is  not 
mentioned  among  those  "filled  with  the  Holy  Ghost," 
who  saw  "cloven  tongues  like  as  of  fire"  that  "sat  upon 
each  of  them,"  she  is  named  earlier  (Acts  1:14)  as  associ- 
ated with  the  apostles  in  prayer  and  supplication.  She  is 
almost  always  shown  with  them  in  Pentecost  representa- 
tions.23 


SOURCE  OF  THE  DESIGN 

The  design  is  taken,  in  reverse,  from  Hans  Schaufelein's 
woodcut  illustration  to  the  Speculum  passionis  (fig.  94),24 
with  the  addition  of  a  landscape  seen  through  the  arch. 

NOTES 

i .  "Because  of  its  symbolic  imitation  of  Christ's  sacrifice,  Baptism  has 
always  been  an  essential  part  of  the  liturgy  of  Holy  Saturday" 
(Barbara  G.  Lane,  "Rogier's  Saint  John  and  Miraflores  Altarpieces 
Reconsidered,"  Art  Bulletin  60  [1978]  P-  667). 

2..  The  long,  narrow,  fifteenth-century  Passion  tapestries  were  used 
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in  connection  with  the  representation  of  the  Holy  Sepulcher  in 
churches  from  Good  Friday  to  Easter  Sunday;  they  do  not  always 
include  the  Crucifixion  (Monica  Stucky-Schiirer,  Die  Passions- 
teppiche  von  San  Marco  in  Venedig  [Bern,  1972]  pp.  45, 46). 

3.  Wolfgang  Hurt,  Albrecht  Durer,  1471  bis  iji8:  Das  gesamte 
graphische  Werk.  Druckgrapbik  ([Munich],  [1971])  pp.  i579> 
1599, 1620,  1621. 

4.  M.  Consuelo  Oldenbourg,  Die  Buchholzscbnitte  des  Hans 
Scbaufelein  (Baden-Baden,  1964)  pi.  17. 

5.  Schricker,  Kunstscbdtze,  p.  9,  pi.  117c. 

6.  Die  Kunstdenkmaler  des  Grossberzogtbums  Baden:  7.  Die  Kunst- 
denkmdler  des  Kreises  Offenburg,  ed.  Max  Wingenroth  (Tubin- 
gen, 1908)  p.  339. 

7.  Schmitz,  Bildteppicbe,  p.  341,  n.  22. 

8.  Gobel,  Wandteppicbe  III,  vol.  I,  p.  195. 
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10.  Kunstdenkmaler,  pp.  399, 400,  pi.  xni. 
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13.  Gobel,  Wandteppicbe  III,  vol.  1,  p.  195,  pi.  190a. 

14.  Gobel,  Wandteppicbe  III,  vol.  1,  pis.  187a,  b.  Two  others  were  in 
the Hever  Castle  sale,  Sotheby's,  May  6, 1983,  nos.  202, 203,  illus. 

15.  Verbal  information  from  Dr.  C.  E.  A.  Hirschoff,  1937. 

16.  Lane,  "Rogier's  Saint  John,"  p.  656. 

17.  Gertrud  Schiller,  Ikonograpbie  der  Cbristlicben  Kunst  (Gutersloh, 
1966-76)  vol.  1,  p.  144. 

18.  Schiller,  Ikonograpbie,  vol.  2,  pp.  56,  57. 

19.  Schiller,  Ikonograpbie,  vol.  2,  pp.  89—92. 

20.  Patricia  Rose,  "The  Iconography  of  the  Raising  of  the  Cross,"  Print 
Review  5  (Spring  1976)  p.  135. 

21.  Rose,  "Iconography,"  pp.  139, 140,  figs.  8,  9. 

22.  Schiller,  Ikonograpbie,  vol.  3,  pp.  157, 158, 164. 

23.  Louis  Reau,  Iconographie  deVart  cbretien  (Paris,  1955—59)  vol.  2, 
pt.  2,  p.  594. 

24.  Oldenbourg,  Bucbbolzscbnitte  des  Hans  Scbaufelein,  pi.  26.  This 
derivation  was  noted  by  Hyatt  Mayor. 
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140  The  Annunciation 


Cushion  cover 

Danish;  late  seventeenth  or  early  eighteenth  century. 

Wool  and  silk. 

i  ft.  83A  in.  square  (53  cm). 

17  warps  per  inch,  7  per  centimeter. 

Gift  of  George  Blumenthal,  1941  (41.100.59). 

DESCRIPTION 

Both  the  Virgin  and  the  angel  have  pale  yellow  and  gray 
hair  and  pale  tan  robes  with  dull  yellow  lines.  The  angel 
wears  a  red  garment  over  his  robe  and  his  wings  are  blue; 
he  holds  a  staff.  The  pale  yellow  and  red  dove  is  seen 
against  the  green  and  blue  leaves  of  a  tree  in  the  center. 
The  rest  of  the  design  is  made  up  of  a  wreath  of  large 
flowers  and  leaves  in  shades  of  blue,  red,  yellow,  green, 
and  white;  a  blue  iris,  pink  foxglove,  yellow  sunflower, 
white  pink,  red  fritillary,  blue  and  red  columbine,  and  a 
red,  white,  blue,  and  purple  tulip  can  be  distinguished. 
The  ground  is  black  and  dark  blue.  The  guards  are  yellow. 


CONDITION 

The  ground  is  largely  a  replacement  and  there  are  ex- 
tensive repairs  throughout,  especially  in  the  costumes  and 
the  flower  in  the  upper  right  corner.  The  side  guards  are 
modern. 

PLACE  OF  ORIGIN  AND  DATE 

Tapestries  of  similar  style  are  attributed  to  Schleswig- 
Holstein  or  Denmark  in  the  late  seventeenth  or  early 
eighteenth  century.1 

RELATED  TAPESTRIES 

A  set  of  four  cushion  covers,  of  which  one  is  in  the 
Museum  of  Fine  Arts,  Boston,  and  a  fifth  in  the  Odense 
Bys  Museer2  have  a  design  very  similar  to  140.3  On  these 
five  the  position  of  the  figures  is  reversed,  so  that  the  angel 
is  on  the  other  side  of  the  tree;  he  holds  a  staff  with  a 
trailing  pennant.  Many  of  the  same  flowers  appear,  but 
they  are  symmetrically  arranged,  and,  in  some  cases,  such 
as  the  iris,  more  comprehensible. 

HISTORY 

In  the  collection  of  George  and  Florence  Blumenthal,  New 
York. 

Given  to  the  MM  A  by  George  Blumenthal,  1941. 
PUBLICATIONS 

Fischer,  Ernst.  "Two  Danish  Flemish-type  Weavings  in  the 
United  States:  Their  Associations  and  Origin."  Danish 
Handcraft  Guild  4  (1964)  pp.  35,  37,  fig.  3.  Identified  as 
Danish,  dated  after  1650. 

Cavallo,  Adolph.  Tapestries  of  Europe  and  of  Colonial  Peru  in 
the  Museum  of  Fine  Arts,  Boston.  Boston,  1967,  p.  140. 
Mentioned. 

NOTES 

1.  Cavallo,  Tapestries,  p.  140. 

2.  Fischer,  "Two  Danish  Flemish- type  Weavings,"  fig.  2. 

3.  Cavallo,  Tapestries,  no.  42,  pp.  140, 141,  pi.  42. 


141  The  Annunciation 


Fragment  of  an  orphrey 

Italian  (Florence),  early  sixteenth  century. 

Silk  and  silver  and  silver-gilt  thread. 

8V2  in.  x  6V2  in.  (22  cm  x  17  cm). 

3  8— 40  warps  per  inch,  15—16  per  centimeter. 

Rogers  Fund,  1908  (08.109.27). 


DESCRIPTION 

The  Virgin  wears  a  red  dress  with  much  gold  thread 
and,  drawn  over  her  head,  a  blue  cloak  with  much  silver 
thread.  Her  halo  is  gold  and  she  has  her  hand  on  a  silver 
book  supported  on  a  greenish  tan  and  gold  lectern.  Ga- 
briel has  a  green  and  silver  undergarment  with  a  short  red 
and  gold  jacket.  His  hair  is  dull  yellow  and  his  halo  gold; 
he  carries  a  green  and  yellow  lily  with  silver  flowers.  The 
dove  has  entirely  lost  its  wefts;  it  is  seen  against  a  mass  of 
gold  rays.  Above  and  behind  the  Virgin  are  the  curtains  of 
her  bed  in  shades  of  green,  yellow,  pale  brown,  and  black. 
The  angel  stands  on  pale  tan,  pale  brown,  and  gold  clouds. 
The  background  above,  where  it  has  survived,  is  dull  yel- 
low. The  foreground  is  pale  dull  brown,  tan,  and  gold. 
The  few  existing  outlines  are  black.  The  guards  at  the  sides 
are  dull  dark  blue  and  purple. 

CONDITION 

The  wefts  have  perished  over  large  areas,  most  of  them 
originally  flesh  color  and  black,  such  as  the  Virgin's  foot. 
Some  of  these  areas,  such  as  the  angel's  face  and  parts  of 
the  foreground,  have  been  repaired,  but  in  most  cases, 
such  as  the  dove  (probably  originally  white),  only  the  bare 
warps  remain.  The  silver  thread  has  blackened. 

HISTORY 

Acquired  for  the  MMA  from  the  dealer  Kelekian  through  the 
Rogers  Fund,  1908. 


EXHIBITION 

New  York,  MMA,  1915-16.  A  Special  Exhibition  of  Textiles, 
cat.  no.  1 1 1 .  Called  Italian  fifteenth  century,  the  drawing  said 
to  suggest  the  influence  of  Pollaiuolo. 

PUBLICATION 

MMA  Annual  Report  1908,  p.  64.  Listed  as  fragment  of  an 
embroidered  tapestry,  with  Annunciation,  Italian  (Floren- 
tine), fifteenth  century. 
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142  Moses  Striking  the  Rock 

From  a  set  of  the  Life  of  Moses 


Italian  (Florence);  designed  about  1650  by  Agostino  Melissi 
(fl.  163 1-1680),  woven  by  Bernardino  van  Asselt 
(fl.  1629-1673),  1651-57. 

Weaver's  name. 

Wool  and  silk. 

16  ft.  x  17  ft.  (4.88  m  x  5.18  m). 

13-15  warps  per  inch,  6  per  centimeter. 

Gift  of  the  family  of  Frederic  W.  Rhinelander,  1 920  (20.63 ). 


DESCRIPTION 

Moses,  who  has  gray  hair  and  beard  and  pale  yellow 
horns,  wears  a  yellow-gray  robe  with  blue  stripes,  gray 
boots,  and  a  long  blue  cloak  lined  with  dark  brown.  He 
has  just  struck  the  rock  with  a  stick  and  gray  and  white 
water  gushes  out.  Aaron  stands  beside  him  in  a  dull  red 
headdress,  a  yellow-gray  alb-like  garment  edged  with  lace, 
a  red-gray  and  yellow  dalmatic,  and  a  long  pointed  gray 
garment  ending  in  a  reddish  tassel.  A  woman,  presumably 
Miriam,  at  the  left,  wears  a  red-gray  head  covering,  pale 
yellow-green  dress,  and  dark  blue  cloak.  The  heads  of 
several  men  and  women  in  dull  pale  red,  pale  yellow-gray, 
and  dark  blue  are  seen  behind  them;  one  woman  has  a 
feather  in  her  cap  and  a  man  wears  a  pointed  dark  blue 
turban. 

On  the  right,  a  man  in  a  dull  pale  red  hat,  pale  yellow 
robe,  and  dark  blue  cloak  bends  to  look  at  the  water.  The 
heads  of  three  people  in  gray  and  pale  yellow  hats  are  seen 
behind  him;  one  raises  a  brown  and  gray  jug.  A  boy  in  pale 
gray  has  climbed  the  rock  to  look  over.  The  gray  and  blue 
heads  of  spears  and  other  weapons  rise  above  the  groups 
on  either  side.  The  rock  is  in  shades  of  gray  and  brown  and 
a  brown  tree  trunk  with  brown  leaves  is  seen  in  the  lower 
right  corner.  Other  trees  in  shades  of  blue,  green,  and  dull 


■ 


772 


yellow  appear  behind  the  figures.  The  sky  is  gray.  The 
foreground  is  brown  and  gray  with  a  number  of  brown 
and  blue-green  plants. 

The  architectural  border  has  brown  and  gray  columns 
with  dark  blue  panels  decorated  in  yellow  and  gray  on 
either  side.  A  pair  of  brown-haired  children  with  yellow- 
gray  wings  and  pale  yellow,  blue,  and  red  ribbons  and 
draperies  stand  on  each  base.  The  upper  border  has  an 
elaborate  gray  and  blue  cartouche,  inscribed  in  dark 
brown:  silex  ictibvs  moysi  obediens  /  ervbescat  cor 
homins  /  dei  beneficys  contvmax  (The  rock  [is]  obedi- 
ent to  Moses'  blows;  [let]  the  heart  of  men,  irresponsive  to 
God's  gifts,  blush).  Two  children  with  yellow-gray  wings 
hold  the  cartouche  while  perching  on  gray  and  brown 
swags  of  fruit  and  leaves.  In  the  center  of  the  lower  border 
is  a  large  gray  and  pale  yellow  shell  with  swags  of  gray  and 
brown  drapery  falling  from  a  mask.  On  either  side  is  a  pale 
yellow  and  gray  female  mask  with  a  high  headdress  and 
fringed  draperies  on  a  dark  blue  background.  At  the  foot 
of  each  column  is  a  grotesque  gray  and  brown  mask  with 
gray  and  pale  yellow  swags  of  fruit.  The  blue  guard,  pre- 
served only  at  the  sides  and  bottom,  is  inscribed  in  dull 
yellow:  bern°  vanassel  *  f  (see  detail). 

condition 

The  piece  has  been  damaged  by  water;  large  stains  are 
visible  on  the  right,  left,  and  center  in  the  upper  border, 
the  sky,  and  the  rock,  and  on  both  sides  in  the  lower 
border.  The  whole  surface  shows  scattered  dark  spots. 
There  is  a  crudely  mended  tear  across  Moses'  beard. 
Many  wefts  have  disintegrated  in  dark  sections  and  silk 
passages,  leaving  bare  warps.  The  reds  and  flesh  tones 
have  faded,  giving  the  entire  tapestry,  except  for  the  blue 
and  yellow  areas,  a  gray  tonality. 

subject 

The  other  pieces  of  the  series  of  which  examples  are 
known  show  the  infant  Moses  brought  to  Pharaoh's 
daughter,  the  Children  of  Israel  after  the  crossing  of  the 


Red  Sea,  Moses  receiving  the  Tables  of  the  Law,  Moses 
descending  from  Sinai  with  the  Tables  of  the  Law,  and 
Moses  breaking  the  Tables  of  the  Law  (with  the  worship 
of  the  Golden  Calf  in  the  distance).  Overdoors  with  an 
allegorical  figure  of  Law  are  also  known.  Two  other  sub- 
jects, the  Children  of  Israel  gathering  manna  and  the  ele- 
vation of  the  Brazen  Serpent,  have  been  listed  as  part  of  a 
set,  but  no  examples  have  been  identified. 1  The  incident 
shown  in  142  is  described  in  Exodus  17:1—7.  The  Chil- 
dren of  Israel,  at  Rephidim,  had  no  water;  Moses,  at 
God's  command,  smote  the  rock  in  Horeb  and  water  came 
out  of  it. 


SOURCE  OF  THE  DESIGN 

The  main  pieces  of  the  series,  with  their  borders,  are 
known  to  be  after  designs  by  Agostino  Melissi.2 

WEAVER  AND  DATE 

The  records  of  the  Florentine  manufactory  show  that  a 
panel  of  Moses  Striking  the  Rock  was  woven  by  Pietro 
Fevere  in  April  1650.  Other  weavings  of  the  series  are 
mentioned  in  1651, 1653,  and  1659,  without  the  number 
of  pieces,  or  their  subjects,  or  the  name  of  the  weaver 
being  given.  But  an  inventory  for  August  1655  describes  a 
panel  of  the  Story  of  Moses  by  "B.  Van  Asselt."3  As  there 
are  four  known  examples  of  Moses  Striking  the  Rock,  it 
may  be  supposed  that  the  series  was  woven  at  least  four 
times. 


RELATED  TAPESTRIES 

A  complete  set  was  in  a  pawnshop  in  Rome  before 
1878;  the  Infant  Moses  Brought  to  Pharaoh's  Daughter 
and  Moses  Striking  the  Rock  had  the  weaver's  signature.4 
The  latter  may  well  be  identical  with  142  and  the  former, 
together  with  the  unsigned  versions  of  the  Crossing  of  the 
Red  Sea  and  Moses  Receiving  the  Commandments,  prob- 
ably make  up  the  set  of  three  pieces  sold  at  Sotheby's, 
London,  June  12, 1970  (nos.  32— 34);5  of  these,  the  Infant 
Moses  and  the  Crossing  of  the  Red  Sea  are  in  the  Tel  Aviv 
Museum6  and  Moses  Receiving  the  Commandments  is  in 
the  Sir  Isaac  and  Lady  Edith  Wolfson  Museum,  Hechal 
Shlomo,  Jerusalem.7 

Of  the  sets  made  for  the  grand  duke,  there  are  two 


examples  of  the  Infant  Moses  (Soprintendenza  di  Firenze 
inv.  nos.  83,  90),  one  in  the  Palazzo  di  Montecitorio, 
Rome,  and  one  in  the  Uffizi;  two  of  the  Crossing  of  the 
Red  Sea  (inv.  nos.  85, 630)  in  the  same  locations;8  three  of 
Moses  Striking  the  Rock  (inv.  nos.  82, 87, 174),  two  in  the 
Palazzo  Medici-Riccardi,  Florence,  and  one  in  the  Museo 
Nazionale,  Parma;  two  of  Moses  Receiving  the  Tables  of 
the  Law  (inv.  nos.  81,  88),  one  in  the  Palazzo  Medici- 
Riccardi  and  one  in  the  Palazzo  di  Montecitorio;  two  of 
Moses  Descending  from  Sinai  (inv.  nos.  80,  86),  both  in 
the  Palazzo  di  Montecitorio;  and  two  of  Moses  Breaking 
the  Tables  of  the  Law  (inv.  nos.  84, 89),  one  in  the  Palazzo 
Medici-Riccardi  and  one  in  the  Palazzo  di  Montecitorio. 
There  are  also  five  overdoors  (inv.  nos.  24,  238,  241,  242, 
and  244)  in  Florence  and  Pistoia.9  All  these  tapestries  are 
owned  by  the  city  of  Florence. 

The  examples  of  Moses  Striking  the  Rock  in  Florence 
differ  only  in  very  small  details  from  142.  Inventory  num- 
ber 82  has  no  weaver's  name;10  inventory  number  87  is 
inscribed  "BER."  The  example  in  Parma  is  not  signed. 

HISTORY 

Acquired  in  Paris  by  Frederic  W.  Rhinelander.  Lent  to  the 
MMA  by  Frederic  W.  Rhinelander  (died  1904),  New  York, 
1895. 

Lent  to  the  MMA  by  Frederic  W.  Rhinelander,  Jr. 
Given  to  the  MMA  by  the  family  of  Frederic  W.  Rhinelander, 
through  Thomas  N.  Rhinelander,  1920. 


PUBLICATIONS 

Coles  Gallery  8:  Tapestries  and  Paintings,  Malachites,  Vases, 
Etc.  MMA  Handbook.  New  York.  [1895],  p.  58.  Listed  as 
Italian,  lent  by  Frederic  W.  Rhinelander. 

MMA  Annual  Report  1920,  p.  18.  Mentioned  as  Flemish,  sev- 
enteenth century. 

J.B.  [Joseph  Breck].  "Recent  Accessions  of  Decorative  Arts." 
MMA  Bulletin  15  (1920)  p.  202.  Mentioned  as  Flemish, 
seventeenth  century. 

Gobel.  Wandteppiche  II,  vol.  1,  p.  394.  Mentioned.  Identified 
as  Florentine.  Designer,  weaver,  and  other  pieces  of  series 
named. 

Standen,  Edith  A.  "Tapisseries  Renaissance,  Manieristes  et 
baroques:  nouveaux  developpements."  Revue  de  VArt,  no. 
22  (1973)  p.  97,  fig.  7.  Account  of  known  pieces  of  set. 

Coffinet,  Julien.  Metamorphoses  de  la  tapisserie,  Paris,  1977,  p. 
173,  illus. 
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NOTES 

1.  X.  Barbier  de  Montault,  "Inventaire  descriptif  des  tapisseries  de 
haute-lisse  conservees  a  Rome,"  Memoires  de  VAcademie  des 
Sciences,  Lettres  et  Arts  d* Arras,  nth  ser.,  10  (1878)  p.  264.  No 
inscription  or  signatures  are  given  for  these  two  tapestries,  which 
perhaps  belong  to  another  series.  The  1663—64  inventory  of  the 
Pitti  Palace  lists  a  set  of  seven  tapestries  with  the  story  of  Moses  in 
the  Sala  di  Marte,  of  which  the  only  subject  mentioned  is  "quando 
il  Padre  eterno  porge  la  leggie  a  Moise."  There  were  also  "due 
sopraporti  simili,"  one  with  "uno  scudo  con  una  femmina  con  un 
putto  e  un  Ariete,"  the  other  with  "una  femmina  entro  a  uno 
aovato  con  una  spada  in  mano,  che  rappresenta  la  Giustizia" 
(Malcolm  Campbell,  Pietro  Cortona  at  the  Pitti  Palace  [Princeton, 
1977]  vol.  4,11.37). 

2.  Filippo  Baldinucci  (1624?— 1696),  in  his  Notizie  dei  Professori  del 
Disegno  ( [first  published  1681— 1729;  Florence,  1845—47]  vol.  4, 
p.  318),  writes  of  Melissi: 

Del  1647  diede  mano  a  fare  per  Parazzeria  del  sereniss.  gran- 
duca  piii  disegni  e  cartoni  a  tempera . . .  storie  di  Moise  con  lor 
fregi  d'architettura,  cioe:  quando  e  cavato  dalla  cestella,  lo 
scaturir  Pacqua  dal  sasso,  la  sommersione  di  Faraone,  il  gettar 


della  tavole  della  legge;  che  servono  per  Panticamera  dello 
stesso  serenissimo. 

A  number  of  drawings  but  no  paintings  by  Melissi  have  been  identi- 
fied (Giuseppe  Cantelli,  Repertorio  della  pittura  fiorentina  del  set- 
cento  [Florence,  1983]  p.  114). 

3.  Cosimo  Conti,  Ricerche  storiche  sulVarte  degli  arazzi  in  Firenze 
(Florence,  1875)  pp.  68-71. 

4.  Barbier  de  Montault,  "Inventaire  descriptif,"  pp.  263,  264. 

5.  Gobel,  Wandteppiche  II,  vol.  1,  pis.  411,  552,  as  in  a  German 
private  collection. 

6.  "La  Chronique  des  arts,"  supplement  to  the  Gazette  des  Beaux- 
Arts,  6th  ser.,  79  (February  1972)  p.  149,  fig.  546  (Crossing  of  the 
Red  Sea). 

7.  Information  from  Estelle  Fink. 

8.  Gli  Uffizi,  catalogo  generale  (Florence,  1979)  pp.  1071, 1072,  nos. 
Ar.  39, 40,  both  illus. 

9.  Information  from  Dr.  Angelica  Frezza. 

10.  Mercedes  Viale  Ferrero,  Arazzi  italiani  (Milan,  1961)  p.  44,  pi.  56 
(detail). 
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143  Scenes  from  Gerusalemme  Liberata 


Four  tapestries  from  a  set 

a  Aladin  Hears  of  the  Crusaders3  Approach 

b  Sophronia's  Defiance 

c  The  Crusaders  Reach  Jerusalem 

d  Erminia  and  the  Shepherd 

Italian  (Rome);  designed  by  Domenico  Paradisi  (fl.  1691- 
1 72 1 ),  1 6 8 9—9 3 ,  and  woven  at  the  San  Michele  manufac- 
tory under  the  directorship  of  Pietro  Ferloni  (fl.  1717- 
1770),  1732.-39,  for  Cardinal  Pietro  Ottoboni  (1667- 
1740). 

Weaver's  name  and  date  on  143b. 
Wool  and  silk. 

143a  iz  ft.  z  in.  x  11  ft.  6  in.  (3.71  mx  3.51  m); 
143b  iz  ft.  4  in.  x  10  ft.  6  in.  (3.76  mx  3.Z0  m); 
143c  12  ft.  5  in.  x  19  ft.  6  in.  (3.78  mx  5.94  m); 
143d  11  ft.  11  in. x  15  ft.  (3.63  mx 4.57 m). 
16—18  warps  per  inch,  7  per  centimeter. 
Bequest  of  Elizabeth  U.  Coles,  in  memory  of  her  son, 

William  F.  Coles,  189Z  (92.1.141143a];  92.1.151143c]; 

92.i.i6[i43b];  92.1.171143d] ). 


DESCRIPTION 

The  borders  have  basically  similar  designs,  though  the 
herms  and  the  masks  are  all  different.  Each  upper  border 
has  a  central  figure  female  mask  in  natural  colors  with  a 
blue  wreath,  surrounded  by  gray  and  pale  yellow  or  white 
foliage,  with  a  gray  and  pale  yellow  or  white  cartouche 
below,  inscribed  in  dark  brown  with  the  canto  and  stanza 
numbers  of  the  subjects  and  two  lines  from  the  poem. 
Dark  brown  two-headed  eagles  with  yellow  crowns  in  the 
upper  corners  of  each  piece  hold  red  ribbons  and  stand  on 
blue,  yellow,  and  gray  globes  held  by  gray  and  yellow 
stone  herms  in  the  side  borders.  Garlands  of  blue-green 
leaves,  red  ribbons,  and  flowers  in  red,  white,  blue,  and 
pale  yellow  fill  the  spaces  between  the  eagles  and  the  cen- 
tral motif. 

The  lower  borders  have  similar  central  male  masks  in 
curved  pale  yellow  and  gray  frames.  On  three  pieces, 
143  a,  b,  and  d,  pale  yellow  and  brown  cornucopias  with 
red  ribbons  extend  on  either  side,  masses  of  flowers,  blue- 
green  leaves,  and  fruit  pouring  from  their  open  ends;  pale 
yellow  and  blue  grapes,  red  and  yellow  pomegranates, 


peaches,  and  apples,  and  green  and  yellow  melons  can  be 
distinguished.  On  the  widest  piece,  143c,  there  are  four 
cornucopias,  each  pair  springing  from  a  curved  frame. 

The  herms  of  the  side  borders  stand  on  carved  pale 
brown  and  yellow  supports,  with  red  ribbons  and  gar- 
lands in  dark  green,  red,  white,  pink,  and  blue;  the  two 
sides  are  never  the  same.  The  framelike  background  to  the 
borders  is  in  shades  of  brown  and  gray.  The  guards  (pre- 
served only  on  143  b)  are  blue. 

SUBJECT 

Fifteen  tapestries  of  the  set  are  listed  (with  their  inscrip- 
tions) in  the  1740  Ottoboni  inventory.  The  subjects  of 
these  and  of  143a,  which  is  not  included  in  the  inventory, 
are  taken  from  the  first  seven  cantos  of  Gerusalemme 
Liberata  by  Torquato  Tasso.  From  canto  1  is  the  scene 
when  the  crusaders,  assembled  at  Tortosa,  choose  God- 
frey of  Bouillon  as  their  leader.  The  story  of  the  king  of 
Jerusalem  (Aladin),  the  magician  Ismeno,  and  the  Christian 
couple,  Sophronia  and  Olindo,  from  canto  2,  is  illustrated 
in  five  tapestries.  The  crusaders'  first  sight  of  Jerusalem 
and  Clorinda  saved  in  battle  by  Tancred  are  from  canto  3 . 
There  are  six  pieces  showing  Armida's  mission  to  the  cru- 
saders' camp  and  the  quarrels  she  caused  there,  as  described 
in  cantos  4  and  5.  Tancred  fighting  Argantes  is  from  canto 
6  and  Erminia  and  the  shepherd  from  canto  7.  There  was 
at  least  one  other  tapestry  whose  subject  is  not  known. 

SOURCE  OF  THE  DESIGN 

Cardinal  Pietro  Ottoboni  had  an  apartment  at  the  Pa- 
lazzo della  Cancelleria  painted  with  stories  from  Tasso 
by  Domenico  Paradisi,  perhaps  assisted  by  Michelangelo 
Ricciolini,  a  figure  painter,  and  Francesco  Borgognone,  a 
landscape  painter,  between  1689  and  1693.  Paradisi  was 
paid  in  1693  for  "tutti  li  arazi  di  tutte  le  stanze  in  tela  con 
l'istorie  del  Tasso  con  fregi  ornati  di  fiori  e  statue  inscritioni 
sopra  porti,"  showing  that  he  painted  imitation  tapestries 
on  canvas  with  borders  of  flowers  and  statues.  Ottoboni  is 
recorded  in  1739  as  having  these  paintings  reproduced  as 
tapestries.1 
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WEAVER  AND  DATE 

Pietro  Ferloni,  whose  name,  with  the  date  1739,  ap- 
pears on  143b,  was  head  of  the  San  Michele  manufactory 
in  Rome  from  17 17  until  his  death  in  1770.  The  inventory 
taken  after  Ottoboni's  death  in  1740  states  that  twelve  of 
the  tapestries  of  the  set  had  Ferloni's  name,  with  dates 
ranging  from  1732  to  1738  ;2  one  of  the  known  tapestries 
is  dated  1739. 

RELATED  TAPESTRIES 

The  1740  Ottoboni  inventory,  which  quotes  the  lines 
from  Tasso  that  are  found  on  each  tapestry,  lists  143b,  c, 
and  d;  143a  is  not  included,  but  a  1742  addition  to  the 
inventory  mentions  "due  pezzi  d'arazzi  della  istoria  del 
Tasso  esistento  in  mano  del  Sig.r  Pietro  Ferloni."3  Of  the 
other  pieces  in  the  inventory,  the  following  have  been 
identified: 

Clorinda  and  Tancred  in  Combat  (canto  3,  stanza  21): 
In  the  Hamilton  Palace  sale,  June  17-July  20,  1882  (no. 

1 9 14)  ;  the  Henry  G.  Marquand  sale,  American  Art  Gal- 
leries, New  York,  January  24-30, 1903  (no.  1332,  illus.); 
the  J.  R.  DeLamar  sale,  American  Art  Association,  New 
York,  November  20—22,  1919  (no.  447,  illus.);  and,  as 
property  from  an  eastern  museum  (the  Carnegie  Institute, 
Pittsburgh),  in  a  Sotheby  Parke  Bernet  sale,  June  24, 1977 
(no.  79,  illus.).  The  name  "Nouzou"  (probably  Nouzon) 
and  the  date  1735  are  said  to  be  in  the  lower  right  hand 
corner  of  the  central  field.4 

Godfrey  Addressing  the  Followers  ofDudone  (canto  5, 
stanza  2):  Probably  in  the  Hamilton  Palace  sale  (no. 

191 5)  .  In  the  Archduke  Leopold  Salvator  sale,  Anderson 
Galleries,  New  York,  February  4,  5, 1927  (no.  283,  illus.). 
Now  in  the  San  Francisco  Opera  House.  It  is  signed  by 
Ferloni  and  dated  1732.5 

Armida  Prepares  to  Go  to  the  Crusaders'  Camp  (canto 
4,  stanza  27):  In  the  Hamilton  Palace  sale  (no.  1922).  Sold 
at  Christie's,  London,  July  14,  1885  (no.  3202),  from  the 
Christopher  Beckett  Denison  collection;  at  the  same  auc- 
tion house,  July  17,  1952  (no.  233,  illus.);  and  at 
Sotheby's,  London,  April  29,  i960  (no.  105,  illus.).  It  is 
said  to  be  signed  "Nouzou"  (probably  Nouzon)  and  dated 
I735.6 

Armida  in  Godfrey's  Tent  (canto  4,  stanza  77):  Possibly 
in  the  Hamilton  Palace  sale  (no.  1922  or  1924).  In  the 


Leopold  Salvator  sale  (no.  282,  illus.)  and  now  in  the  San 
Francisco  Opera  House.  It  is  signed  "Ferloni"  and  dated 
1736.7 

The  Crusaders  Casting  Lots  (to  chose  ten  knights  to 
accompany  Armida;  canto  5,  stanza  73):  In  the  embassy 
of  the  German  Federal  Republic,  Vatican  City.  Signed  "P. 
Ferloni  F.  Romae  173 8. "8 

Godfrey  Chosen  to  Head  the  Crusade  (canto  1,  stanza 
3  2) :  In  the  embassy  of  the  German  Federal  Republic,  Vati- 
can City.  Signed  "P.  Ferloni  F.  Romae  173 5. "9 

Clorinda  Rescuing  Sophronia  and  Olindo  (canto  2, 
stanza  45):  Owned  by  the  Edward  James  Foundation, 
West  Dean,  West  Sussex,  England.  Signed  "P.  Ferloni  F. 
Romae.  a.d.  mdccxxxix." 

The  Combat  between  Tancred  and  Argante  (canto  6, 
stanza  7):  Owned  by  the  Edward  James  Foundation. 
Signed  "P.  Ferloni  F.  Romae.  a.d.  mdccxxxvi."10 

Ten  overdoor  panels  sold  with  the  Tasso  tapestries 
at  the  Hamilton  Palace  sale  (nos.  1917,  1920,  1925),  de- 
scribed as  "with  vases  of  flowers  of  the  same"  or  "with 
groups  of  flowers,"  were  made  at  Aubusson  about  1844 
for  Hamilton  Palace.11 

The  series  does  not  appear  to  have  been  woven  again. 

HISTORY 

The  double-headed  crowned  eagles  in  the  upper  corners  come 
from  the  upper  part  of  the  arms  of  the  Ottoboni  family  and 
the  globes  crossed  by  a  band  are  reminiscent  of  the  lower  part 
of  these  arms.12  The  only  member  of  this  family  in  the  1730s 
was  Cardinal  Pietro  Ottoboni,  a  great-nephew  of  Pope 
Alexander  VIII  and  a  munificent  patron  of  the  arts.  Three  of 
the  four  pieces  of  143  appear  in  his  1740  inventory:  "Tre 
arazzi,  uno  rapp.te  delle  figure  in  piedi  con  freggio  a  torno  di 
vasi  di  fiori  con  figure  che  sostengono  una  palla  sbarrate  con 
aquile  di  due  teste  sopra,  con  l'iscrizzione  seguente  nel  mezzo 
del  fileto  al  freggio  da  capo:  Io  l'immagine  tolsi.  Io  son  colei 
che  tu  ricerchi,  e  me  punir  tu  dei,  d'altezza  p.mi  quattordici  e 
3U  e  largo  p.mi  quattordici  con  iscrizzione  a  piedi  del  freggio: 
P.  Ferloni  f.  Romae  anno.  1739"  [143b];  "altro  largo  p.mi 
venti  quattro  con  la  seg.te  iscrittione  nel  P.to  luogo:  Ecco  da 
mille  voci  unitamente  Gerusalemme  salutar  si  sente"  [143c]. 
"Un  arazzo  simile  alii  descritti . . .  alto  p.mi  14  V2  scarsi,  largo 
diecinove  scarsi  con  iscrizzione  in  mezzo  al  freggio  di  sopra 
nel  cartellone  che  contiene  cio  che  segue:  Ma  li  saluta  Erminia 
e  dolcem.te  gPaffida  e  gl'occhi  scopre  e  i  bei  crin  d'oro,  con 
altra  iscrizzione  a  piedi  in  un  angolo  della  cimase:  P.  Ferloni  f. 
inO.A.  a.d.  1733"  [143d].13 
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Possibly  acquired  in  Italy  by  the  tenth  duke  of  Hamilton  (1767— 
1852).14 

Though  not  included  in  the  1 825  inventory  of  Hamilton  Palace, 
probably  among  the  "Pieces  of  fine  large  Tapestry  Work" 
listed  in  additions  made  between  1835  and  1840. 15 

Seen  by  Dr.  Waagen  at  Hamilton  Palace,  1850. 

Sold  for  the  twelfth  duke  of  Hamilton  at  Hamilton  Palace  by 
Christie's,  June  17— July  20, 1882. 

Bequeathed  to  the  MMA  by  Mrs.  William  Coles  (Elizabeth  U. 
Coles)  in  memory  of  her  son,  William  F.  Coles,  1892. 


PUBLICATIONS 

Waagen,  Gustave  Friedrich.  Treasures  of  Art  in  Great  Britain. 
London,  1854,  vol.  3,  p.  305.  Mentioned,  as  "hangings  rep- 
resenting scenes  from  Tasso"  in  the  new  state  rooms  at  Ham- 
ilton Palace.  "Their  value,  as  works  of  art,  are  subordinate." 

Drawings,  Water-color  Paintings,  Photographs  and  Etchings, 
Tapestries,  Etc.  MMA  Handbook.  New  York,  [1894],  p.  59, 
nos.  11-14.  Called  "Scenes  from  Tasso's  'Jerusalem  Deliv- 
ered'. Roman  tapestries,  by  P.  Ferloni,  1739." 

Coles  Gallery  8:  Tapestries  and  Paintings,  Malachites,  Vases, 
Etc.  MMA  Handbook.  New  York,  [1895],  p.  3.  Listed. 

Hunter,  George  Leland.  "Tapestries  at  the  Metropolitan  Mu- 
seum." International  Studio  45  (February  19 12)  p.  lxxxvii, 
illus.  p.  lxxxviii  [143b].  Several  said  to  have  the  "woven 
signature  of  P.  Ferloni,  Rome,  1739." 

Hunter,  George  Leland.  Tapestries,  Their  Origin,  History  and 
Renaissance.  New  York,  1912,  pp.  21,  225,  pi.  277b  [143b]. 
One  tapestry  said  to  be  signed. 

Hunter.  Practical  Book  of  Tapestries,  p.  217.  Five  pieces  men- 
tioned, said  to  be  from  the  duke  of  Hamilton's  collection, 
with  another  in  the  Marquand  sale,  1903. 

Gobel,  Wandteppiche  77,  vol.  1,  p.  425.  Hamilton  Palace  set 
said  to  be  five  pieces,  two  (signed  Ferloni  and  Nouzou  [sic] ) 
in  MMA,  one  in  Marquard  [sic]  sale,  two  in  Leopold  Salvator 
sale.  Style,  especially  the  borders,  said  to  resemble  work  of 
Procaccini;  contemporary  Turkish  costumes  noted. 

Michel,  Genevieve  and  Olivier.  "La  decoration  du  palais 
Ruspoli  en  171 5  et  la  redecouverte  de  'Monsu  Francesco 
Borgognone.'"  Melanges  de  VEcole  Pranqaise  de  Rome  89 
(1977)  p.  295,  n.  113,  fig.  6  [143d].  Mentioned,  as  among  the 
tapestries  ordered  by  Cardinal  Ottoboni. 

Standen,  Edith  A.  "Studies  in  the  History  of  Tapestry  1520- 
1790:  VI.  Some  Exotic  Subjects."  Apollo  114  (198 1)  p.  49, 
fig.  10  [143a]. 

Olszewski,  Edward  J.  "The  Tapestry  Collection  of  Cardinal 
Pietro  Ottoboni."  Apollo  116  (1982)  p.  108,  figs.  12  [143c], 
13  [143d].  Account  of  all  known  pieces  of  set. 


Standen,  Edith  A.  "Tapestries  for  a  Cardinal-Nephew:  A  Ro- 
man Set  Illustrating  Tasso's  Gerusalemme  Liber ata."  MMA 
Journal  16  (1981)  pp.  147-64,  figs.  3,  9,  12,  13.  History  of 
set,  with  discussion  of  patron,  designer,  and  manufactory. 


143a  Aladin  Hears  of  the  Crusaders9 
Approach 

DESCRIPTION 

Aladin,  who  has  a  gray-brown  beard,  wears  a  gray  tur- 
ban with  blue  and  yellow  stripes,  a  small  yellow  crown  on 
top  and  a  black  plume  springing  from  a  jewel  with  pearls 
and  a  ruby  at  the  side.  He  has  a  blue  robe  with  yellow 
ornamentation,  a  fur-trimmed  green  coat,  red  stockings, 
and  yellow  slippers;  he  holds  a  yellow  scepter.  The  mes- 
senger (a  Turkish  Janissary)  has  a  tall  striped  red  and  gray 
headdress,  a  red  coat,  lined  with  blue,  a  dangling  gray  and 
yellow  sleeve,  red  trousers,  and  yellow  boots.  A  brown 
and  gray  sword  hangs  at  his  side.  Between  the  two  men  is 
another  in  a  striped  gray  turban,  a  dull  yellow  robe  with 
red  and  blue  stripes,  a  yellow-gray  coat,  lined  with  blue, 
blue  leg  coverings,  and  yellow-brown  slippers.  On  the  left 
is  another  man,  holding  a  spear,  wearing  a  gray  striped 
turban  with  a  yellow  plume,  a  blue  robe  ornamented  in 
dull  yellow,  a  red  and  yellow  coat,  yellow  leg  coverings, 
and  brown  slippers.  A  soldier  in  a  gray  turban,  blue  fur- 
trimmed  coat,  and  red  sleeves,  holding  a  spear,  is  partly 
visible  behind  him. 

The  five  figures  stand  on  a  platform  covered  with  a 
green  carpet.  Beyond  this,  on  the  right,  are  three  Janis- 
saries with  tall  striped  headdresses,  one  in  a  blue  coat  and 
red  trousers,  the  others  in  pale  yellow  coats  and  yellow- 
brown  trousers.  Behind  them  is  a  low  pale  brown  wall 
and,  in  the  distance,  a  camp  with  armed  men  on  horseback 
in  shades  of  gray  and  brown.  Behind  Aladin  is  a  large 
green  and  yellow  cushion,  with  green  material  thrown 
over  a  support  at  the  back.  Above  this  rises  a  brown  ro- 
coco stand  with  a  gray  crescent.  Between  the  two  sara- 
cenic  twisted  brown  columns  is  a  large  blue  curtain  with 
dull  yellow  decoration.  Part  of  a  gray  and  brown  building 
with  an  arch  forms  the  background.  The  sky  is  blue  and 
gray;  the  foreground  on  the  right  is  pale  brown. 
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143a 


The  inscription  reads:  c  i  /  s  82  /  ma  il  vecchio  re 

NE  GIA  /  VICIN  PERI G LI  /  VOLGE  NEL  DVBIO  COR  FERI  / 

consigli  (Canto  1,  stanza  82.  But  the  old  king,  in  these 
immediate  perils,  revolves  savage  plans  in  his  dubious 
heart). 

CONDITION 

Repairs  are  visible  in  the  sky  at  the  upper  right  corner. 
Some  yellow  silk  areas,  especially  in  the  herms,  have  partly 
perished.  The  piece  has  been  slightly  cut  at  the  sides. 

SUBJECT 

The  poem  deals  with  the  crusaders'  campaign  of  1099. 
In  the  first  canto,  Gabriel  is  sent  by  God  to  encourage 
Godfrey  of  Bouillon  to  attack  Jerusalem.  The  news  of  his 
approach  is  brought  to  the  ruler  of  the  city,  whom  Tasso 
called  Aladin,  King  of  Jerusalem. 

The  designer  has  shown  the  figures  in  contemporary 
Turkish  costumes;  the  distinctive  headdress  of  the  Janis- 
saries and  their  wide  sleeves  are  noticeable.16  Aladin's 
costume  here  and  in  143b  is  reminiscent  of  that  worn  by 
the  Turkish  sultan.17 

HISTORY 

Possibly  one  of  the  two  tapestries  in  the  set  still  held  by  Ferloni 
in  1742,  as  it  is  not  listed  in  the  1740  Ottoboni  inventory. 
About  a  hundred  pages  of  this  are,  however,  missing  but 
these  probably  dealt  with  books. 18 

Probably  number  1916  or  1919  in  the  Hamilton  Palace  sale, 
1882.  The  eight  pieces  in  this  sale  were  described  as  showing 
subjects  from  Tasso's  "Jerusalem  Delivered,"  with  borders 
"with  caryatid  figures,  masks,  flowers  and  fruits."  Number 
19 16  measured  12  feet  by  10  feet,  4  inches,  and  was  bought 
by  H.  E.  Kidson  for  £21 5  5  s.  Number  19 19  was  12  feet  by  10 
feet,  3  inches,  and  was  bought  by  the  same  buyer  for  £246 
15s. 


143b  Sophronia's  Defiance 

DESCRIPTION 

Sophronia,  wearing  a  yellow-green  dress,  with  a  dull 
yellow  head  covering  and  a  yellow-red  cloak,  is  held  by  a 
Janissary  in  red,  with  a  blue  and  yellow  striped  hat,  a 


yellow-gray  sleeve,  and  yellow  boots.  A  man  in  a  dull 
yellow  turban  and  blue  leggings,  holding  a  coil  of  rope,  is 
partly  visible  between  them.  Aladin,  in  the  same  costume 
that  he  wears  in  143  a,  stands  on  the  steps  above.  A  Janis- 
sary, dressed  like  the  first  mentioned,  with  a  brown  and 
yellow  sword  hung  from  a  yellow  belt,  is  seen  from  the 
back  at  the  foot  of  the  steps.  On  the  right  is  a  high  digni- 
tary (possibly  Ismeno,  the  sorcerer),  wearing  a  cap  with 
blue  and  yellow-gray  plumes,  a  blue  and  yellow  robe,  a 
wide-sleeved  gray  fur-lined  coat,  gray  sleeves,  and  dull 
yellow  boots;  he  holds  a  gray  ax.  A  man  in  a  gray  turban, 
red  robe,  and  yellow  cloak  stands  beside  him,  and  a  Janis- 
sary in  blue  holds  a  spear  with  a  red  tassel  on  the  other 
side.  The  heads  of  two  men  in  red  and  gray  turbans  appear 
behind  them. 

The  architectural  background  is  gray  and  brown  with 
dark  blue  vertical  bands  and  a  pale  blue-gray  curtain 
looped  around  a  pillar.  An  arch  on  the  right  opens  on  a 
high  gray-brown  wall,  over  which  the  tops  of  dark  green 
cypresses  and  yellow-green  palm  trees  are  visible,  with  a 
brown  steeple  crowned  by  a  crescent  against  a  gray  sky. 
The  foreground  is  in  tones  of  brown  and  gray. 

The  inscription  reads:  c  2  /  s  2  [for  21]  /  10  l'imagine 

TOLSI.  IO  /  SON  COLEI  /  CHE  TV  RICERCHI,  E  ME  PVNIR  /  TV 

dei  (Canto  2,  stanza  21.  I  took  the  statue,  I  am  the  one 
thou  seekest  and  thou  shouldest  punish  me).  The  lower 
guard  is  inscribed  in  pale  yellow:  p.  ferloni.  f.  romae. 

A.D.  MDCCXXXIX. 


CONDITION 

Many  yellow  or  originally  white  silk  areas,  such  as  the 
cartouche  in  the  upper  border,  the  herms,  and  the  band 
above  the  lower  mask,  are  in  poor  condition  or  have  been 
rewoven. 


SUBJECT 

Aladin,  at  the  advice  of  the  sorcerer  Ismeno,  took  a 
statue  of  the  Virgin  from  the  Christian  church  to  the  chief 
mosque,  but  overnight  it  disappeared.  Aladin  then  or- 
dered all  the  Christians  to  be  slaughtered,  but  one  of  them, 
Sophronia,  confessed  that  she  had  removed  and  burned  it. 

HISTORY 

Probably  number  i9i6ori9i9in  the  Hamilton  Palace  sale. 
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143c  The  Crusaders  Reach  Jerusalem 


DESCRIPTION 


Two  of  the  Christian  leaders  kneel  in  the  foreground, 
both  in  classical  armor,  one  with  a  yellow,  the  other  with  a 
red  cloak.  The  younger  man  nearer  the  spectator,  has 


elaborately  decorated  armor  with  red  and  blue  jewels  and 
is  presumably  Godfrey  of  Bouillon.  A  helmet  with  a  red 
plume  lies  on  the  ground.  Behind  them,  a  man  in  yellow 
and  blue  with  slashed  sleeves  and  breeches,  holds  a  gray, 
brown,  and  yellow  rearing  horse  by  its  red  reins.  Another 
warrior  is  dismounting  from  his  brown  horse,  which  has  a 
red  and  yellow  harness;  he  wears  a  yellow  helmet  with 


blue  and  yellow  plumes,  yellow-gray  armor,  and  a  blue 
cloak  and  sandals.  On  the  left,  a  mounted  crusader  ex- 
tends both  arms  in  prayer;  he  has  a  red-plumed  helmet, 
yellow  and  gray  armor,  and  a  red  saddlecloth.  His  horse  is 
gray  and  brown,  with  red  harness.  Other  mounted  men  in 
gray  armor  are  seen  behind;  one  has  red  and  gray  plumes 
on  his  helmet.  Of  the  three  warriors  to  the  right  behind  the 
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rearing  horse,  the  foremost  has  a  gray  plume  and  gray 
armor,  worn  over  blue  clothing;  the  man  beside  him  has  a 
red  plume. 

Above  the  troops  rise  weapons  and  standards  of  the 
classical  Roman  type,  but  topped  with  dull  yellow  crosses. 
One  dull  red  banner  has  a  similar  cross  and  another  shows 
gray  and  white  stripes.  In  the  background  on  the  right  are 
the  walls  of  Jerusalem  in  tones  of  pale  brown,  gray,  and 
dull  yellow,  with  the  roofs  of  the  round  Temple  and  other 
imposing  buildings  rising  above  them.  Some  of  the  defen- 
ders in  red,  blue,  and  brown  are  seen  on  the  walls.  A  clump 
of  blue-green  trees  forms  the  background  in  the  center  and 
others  are  seen  below  the  city  walls.  An  expanse  of  blue- 
gray  and  pale  yellow  water,  reflecting  the  pale  brown 
rocks  on  which  the  city  stands,  lies  in  the  middle  distance 
on  the  right.  The  sky  is  dark  blue-gray  above,  yellow-gray 
below.  The  foreground  is  in  tones  of  blue,  gray,  brown, 
and  green. 

The  inscription  reads:  c  3  /  s  3  /  ecco  da  mille  voci  / 

VNITAMENTE  /  GIERVSALEMME  SALVTAR  /  SI  SENTE  (CantO 

3,  stanza  3.  Lo!  From  a  thousand  united  voices,  "Hail 
Jerusalem!"  is  heard). 


CONDITION 

The  upper  border  has  been  slightly  cut,  so  that  two 
eagle  heads  have  lost  their  crowns.  There  are  a  number  of 
small  holes  in  the  upper  left  part  and  some  bare  warps  in 
dark  passages  on  the  horses. 


SUBJECT 

The  crusaders  come  in  sight  of  Jerusalem  at  dawn  and 
hail  the  city.  As  related  in  stanza  7,  the  commander  takes 
off  his  helmet  and  his  followers  do  the  same. 


SOURCE  OF  THE  DESIGN 

The  designer  must  have  known  the  illustration  by  Ber- 
nardo Castello  that  was  engraved  for  the  edition  of  the 
poem  published  in  Genoa  in  161 7  by  G.  Pavoni.  It  shows 
two  kneeling  figures  in  classical  armor,  with  their  helmets 
on  the  ground,  mounted  horsemen  behind  them,  and  the 
walled  city  of  Jerusalem,  with  the  round  Temple,  in  the 
distance  on  one  side.19  The  resemblance,  however,  is  not 
close  enough  to  consider  this  print  as  the  source  of  the 
tapestry  design. 
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HISTORY 

Probably  number  191 8  in  the  Hamilton  Palace  sale,  1882.  This 
is  described  as  "An  Oblong  panel  of  Tapestry,  with  a  subject 
from  Tasso's  'Jerusalem  Delivered',  in  border,  with  caryatid 
figures,  masks,  fruits,  and  flowers — by  Ferloni — in  carved 
and  gilt  frame — 12  ft.  by  19  ft.  4  in."  It  was  bought  by  D. 
Sherrat  for  £351  15  s. 


143d  Erminia  and  the  Shepherd 

DESCRIPTION 

Erminia  wears  blue  and  yellow  classical  armor  over  a 
pale  yellow  dress,  with  a  red  cloak;  she  has  taken  off  her 
white  and  gray  helmet,  lined  with  red  and  with  red  plumes, 
as  she  greets  the  gray-haired  old  shepherd  and  his  three 
sons.  He  is  dressed  in  pale  yellow  with  red  drapery  and 
holds  a  yellow-gray  pipe.  One  boy,  in  the  foreground  on 
the  right,  is  in  pale  yellow  and  green;  he  places  a  garland  of 
red,  yellow,  and  white  flowers  over  the  head  of  a  gray- 
brown  ram.  A  sheep  of  the  same  color  appears  to  the  right. 
The  child  in  the  center,  seen  from  behind,  has  a  brown 
dress  with  a  blue  belt,  and  the  one  farthest  away  is  in  pale 
yellow,  with  a  red  ribbon  around  his  neck  and  a  blue 
sleeveless  jacket.  Three  empty  blue  baskets  lie  on  the 
ground.  Erminia's  gray  horse  with  blue  harness  crops  the 
grass  behind  her.  A  dark  brown  goat  and  a  gray-brown 
sheep  are  seen  between  her  and  the  shepherd  family,  with 
two  gray  and  brown  goats  in  the  central  middle  distance. 

On  the  right,  absurdly  small,  is  a  brown  and  dull  yellow 
thatched  lean-to  shed  with  a  woman  in  gray,  blue,  and 
dull  yellow,  a  brown  cow,  and  some  yellow-gray  sheep. 
On  the  far  left  are  three  large  trees  with  brown  trunks  and 
dark  green  leaves.  The  background  shows  a  gray  and  yel- 
low lake  with  palm  trees  on  the  far  bank,  low  gray-green 
hills  on  the  left,  and  a  grove  in  the  center  in  tones  of  green 
and  brown.  The  sky  is  gray-blue  above  and  yellow-gray 
below.  The  foreground  is  in  shades  of  green  and  brown, 
with  some  green  plants. 

The  inscription  reads:  c  7  /  s  7  /  ma  Gil  SALVTA  erminia 

/  E  DOLCEMENTE  /  GL  AFF1DA,  E  GL  OCCHI  SCOPRE  /  E  I  BEI 

crin  d'oro  (Canto  7,  stanza  7.  But  Erminia  saluted  them 
and  sweetly  trusted  them  and  uncovered  her  eyes  and  her 
beautiful  golden  hair). 


CONDITION 

A  few  bare  warps  are  visible  in  dark  areas.  The  tapestry 
may  have  been  cut  slightly  at  the  top,  where  the  eagle  on 
the  right  has  lost  a  crown,  and  at  the  sides. 

SUBJECT 

Erminia,  daughter  of  the  king  of  Antioch,  fell  in  love 
with  Tancred  while  she  was  his  prisoner.  She  escaped  to 
Jerusalem,  but,  when  he  was  wounded  in  a  fight  with 
Argantes,  she  decided  to  join  the  Christians.  She  bor- 
rowed armor  from  Clorinda,  a  warrior-maiden  who  had 
come  from  Persia  to  help  Aladin,  and  left  the  city.  After 
spending  a  night  on  the  banks  of  the  Jordan,  she  heard  a 
shepherd's  pipe  and  came  upon  an  old  man,  weaving  bas- 
kets among  a  flock  of  sheep  and  goats,  with  his  three 
young  sons  playing  around  him.  They  were  frightened  of 
her  until  she  took  off  her  helmet  and  showed  them  she  was 
a  woman. 


HISTORY 

According  to  the  1740  Ottoboni  inventory,  the  original  guard 
was  inscribed  in  one  corner  with  the  name  of  P.  Ferloni  and 
the  date  1733. 

The  dimensions  do  not  correspond  with  any  piece  in  the  Hamil- 
ton Palace  sale,  but  possibly  143d  is  number  1923  or  1924. 
Number  1923,  "an  Upright  Piece,  with  another  illustration 
to  Tasso  ...  by  P.  Ferloni — in  carved  and  gilt  frame — 12  ft. 
square,"  was  bought  by  J.  J.  Duveen  for  £267  15s;  number 
1924,  "The  Companion  Piece"  was  12  feet  by  11  feet.  Parts 
of  either  of  these  pieces  may  have  been  turned  under  at  the 
time  of  the  sale. 

NOTES 

1.  Michel,  "La  decoration,"  pp.  292-95,  326. 

2.  Standen,  "Tapestries  for  a  Cardinal-Nephew,"  pp.  148, 149, 152- 
57,  with  transcriptions  of  the  inventory  entries  provided  by  Olivier 
Michel. 

3.  Standen,  "Tapestries  for  a  Cardinal-Nephew,"  p.  159. 

4.  Standen,  "Tapestries  for  a  Cardinal-Nephew,"  pp.  149, 152,  fig.  4. 

5.  Standen,  "Tapestries  for  a  Cardinal-Nephew,"  p.  154,  fig.  8. 

6.  Standen,  "Tapestries  for  a  Cardinal-Nephew,"  p.  148,  fig.  2. 

7.  Standen,  "Tapestries  for  a  Cardinal-Nephew,"  pp.  153, 154,  fig.  7. 

8.  Standen,  "Tapestries  for  a  Cardinal-Nephew,"  pp.  1 5 2, 1 5  3,  fig.  6. 

9.  Standen,  "Tapestries  for  a  Cardinal-Nephew,"  p.  155,  fig.  11. 

10.  The  Edward  James  Foundation  (n.p.,  1981)  pp.  37,  39.  Both  men- 
tioned, detail  of  second  tapestry  illus. 

11.  Standen,  "Tapestries  for  a  Cardinal-Nephew,"  p.  164,  n.  38. 

12.  The  Ottoboni  arms  are  "Troncato:  nel  i°  d'oro  alFaquila  bicipite 
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143d 

di  nero,  coronata  del  campo  sulle  due  teste;  nel  2°  trinciato  d'azz.  e 
di  verde  da  una  banda  d'argento"  (Vittorio  Spreti,  Enciclopedia 
Storico-Nobiliare  Italiana  [Bologna,  (1969)]  vol.  4,  p.  952). 

13.  Standen,  "Tapestries  for  a  Cardinal-Nephew,"  pp.  148,  149,  155, 
157-59- 

14.  Standen,  "Tapestries  for  a  Cardinal-Nephew,"  p.  164. 

15.  Standen,  "Tapestries  for  a  Cardinal-Nephew,"  p.  164,  n.  36. 

16.  The  Janissaries'  headdress  remained  unchanged  until  1826;  a  sev- 


enteenth-century example  is  in  the  Badesches  Landesmuseum, 
Orangerie,  Karlsruhe  {Der  Tiirkenlouis,  exh.  cat.,  1955,  no.  400, 
PJ-45)- 

17.  Remmet  van  Luttervelt,  De  "Turkse"  Schilderijen  van  J.  B. 
Vanmour  en  zijn  School  (Istanbul,  1958)  pis.  4,  10  (Janissaries),  9 
(sultan). 

18.  Information  from  Edward  J.  Olszewski. 

19.  Standen,  "Tapestries  for  a  Cardinal-Nephew,"  fig.  10. 
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144  Bust  of  the  Virgin 


Italian  (Rome);  woven  at  the  San  Michele  manufactory, 

mid-eighteenth  century. 
Silk  and  wool. 

i  ft.  2V4  in.  x  11V2  in.  (36  cm  x  29  cm). 
28—29  warps  per  inch,  10— 1 1  per  centimeter. 
Gift  of  Coudert  Brothers,  1888  (88.3.107). 


DESCRIPTION 

The  Virgin  wears  a  pink  dress  and  blue  drapery  over 
what  is  apparently  a  pale  brown  head  covering.  The  back- 
ground is  brown  in  the  upper  corners,  with  a  cream  and 
pale  brown  aureole  behind  the  Virgin's  head.  The  face  and 
hands  are  wool,  as  are  the  brown  areas  of  the  background. 
The  costume  is  largely  silk. 


CONDITION 

Small  holes  are  apparent  in  the  blue  drapery. 

SOURCE  OF  THE  DESIGN 

The  design  is  close  to  that  of  the  Guido  Reni  (1575— 
1642)  Madonna  Addolorata  in  the  Salina  Brazzetti  collec- 
tion, Bologna,1  and  may  be  derived  from  this  or  from  one 
of  the  many  later  versions  of  this  painting.  It  has  also  been 
attributed  to  Francesco  Trevisani  (1656— 1746). 2 

MANUFACTORY 

The  hands  are  very  like  those  of  a  bust  of  the  Virgin 
woven  at  the  San  Michele  manufactory,  Rome,  now  in  the 
Vatican. 

HISTORY 

Given  to  the  MMA  by  Coudert  Brothers,  18 88. 4 


PUBLICATION 

Viale  Ferrero,  Mercedes.  "Arazzi  e  pittura."  Storia  deWarte 
italiana,  vol.  11  (Turin,  1982)  p.  151,  pi.  235.  Compared 
to  Guido  Reni  painting  in  Brazzetti  collection,  dated  mid- 
eighteenth  century. 

NOTES 

1.  Edi  Baccheschi,  V Opera  completa  di  Guido  Reni  (Milan,  1971)  p. 
107,  no.  155  illus. 

2.  In  a  private  communication  from  Anthony  Clark. 

3.  Gobel,  Wandteppiche  II,  vol.  1,  p.  425;  vol.  2,  pi.  460.  Tentatively 
identified  with  a  tapestry  given  by  the  pope  to  the  Venetian  ambas- 
sador in  1747. 

4.  The  Coudert  Brothers  were  a  law  firm,  and  their  gifts  had  belonged 
to  a  former  client  in  Florence  (Philippe  de  Montebello,  Director's 
note,  MMA  Bulletin,  n.s.  40  [1982]  p.  2). 


14  5  The  Virgin  Annunciate 


Fragment 

Italian  (probably  Rome);  woven  probably  at  the  San 

Michele  manufactory,  mid-eighteenth  century. 
Wool  and  silk. 

i  ft.  5  V2  in.  x  1  ft.  1  in.  (44  cm  x  33  cm). 
26-29  warps  per  inch,  10-1 1  per  centimeter. 
Gift  of  Coudert  Brothers,  1888  (88.3.108). 


DESCRIPTION 

The  Virgin  has  brown  hair  and  a  gray-green  veil;  the 
outline  of  her  halo  is  the  same  gray-green.  She  wears  a 
crimson  and  pink  dress  and  blue  drapery  and  holds  a  book 
with  bright  red  covers.  In  front  of  her  is  a  dark  blue  and 
black  table  supporting  a  gray-green  vase  with  a  white  lily, 
pink  and  white  roses,  and  blue  and  green  leaves.  In  the 
upper  left  corner  is  a  gray-brown  cloud  with  a  streak  of 
light  breaking  through  it.  The  Virgin  sits  on  a  chair  with  a 
red  back,  ornamented  with  a  yellow-brown  finial  and 
nailheads;  the  lower  part  of  the  chair  is  brown.  In  the 
upper  right  corner  is  a  green  curtain.  The  background  is  in 
shades  of  dark  green  and  blue-green.  Silk  is  used  for  high- 
lights only. 

CONDITION 

There  are  very  few  small  areas  with  bare  warps.  The 
panel  has  apparently  been  cut  on  the  left  and  at  the 
bottom. 

HISTORY 

Given  to  the  MMA  by  Coudert  Brothers,  1888. 


14  6  Head  of  the  Virgin  (Mater  Dolorosa) 


Italian  (Rome);  woven  at  the  San  Michele  manufactory, 

mid-eighteenth  century. 
Wool  and  silk. 

i  ft.  6V4  in.  x  1  ft.  3  74  in.  (46  cm  x  39  cm). 
19-20  warps  per  inch,  8  per  centimeter. 
Gift  of  Coudert  Brothers,  1888  (88.3.8). 

DESCRIPTION 

The  Virgin  has  a  pale  brown  and  tan  head  covering,  a 
red  dress  (seen  at  the  throat),  and  a  blue  cloak  over  her 
shoulders.  There  are  tears  on  her  cheeks.  Her  halo  is  cream 
outlined  in  pale  brown.  The  background  is  the  same 
cream  within  an  oval  border  in  dark  brown  and  tan.  The 


fig.  95.  UAddolorata,  after  Guido  Reni.  Oil  on  canvas.  Galleria 
Corsini,  Rome.  Photo:  Alinari-Scala. 


four  corners  are  brown.  The  remains  of  a  blue  guard  are 
seen  at  the  top,  the  bottom,  and  the  right  side.  The  flesh 
portions  are  in  wool,  but  the  tears  and  the  white  of  the  eye 
are  silk.  The  veil  and  the  background  inside  the  oval  are 
silk. 

CONDITION 

There  are  holes  and  bare  warps  below  the  mouth  and  in 
the  blue  cloak. 


SOURCE  OF  THE  DESIGN 

The  design  is  taken  from  the  Mater  Dolorosa  after 
Guido  Reni  (1575— 1642)  in  the  Galleria Nazionale  d'Arte 
Antica  (Palazzo  Corsini),  Rome  (fig.  95),  or  from  one  of 
the  several  other  similar  paintings  known.1 

MANUFACTURE  AND  DATE 

The  head  is  very  close  to  that  of  the  Virgin  in  the  Cruci- 
fixion woven  at  San  Michele  and  now  in  the  Vatican.  This 
has  the  arms  of  Pope  Clement  XII  (1730-40),  and  is  simi- 
lar in  design  to  the  Cappuccini  Crucifixion.2 

HISTORY 

Said  to  have  been  in  the  collection  of  Mme  d'Oliviera.3 
Given  to  the  MMA  by  Coudert  Brothers,  1888. 

PUBLICATION 

Viale  Ferrero,  Mercedes.  "Arazzi  e  pittura."  Storia  delVarte 
italiana,  vol.  11  (Turin,  1982)  p.  151,  pi.  233.  Compared  to 
Guido  Reni  painting  in  the  Corsini  Gallery,  dated  mid- 
eighteenth  century. 

NOTES 

1.  Edi  Baccheschi,  UOpera  completa  di  Guido  Reni  (Milan,  1971)  p. 
97,  no.  79  \  illus.  These  paintings  are  related  to  the  Cappuccini 
Crucifixion  in  the  Pinacoteca  Nazionale,  Bologna,  which  was  also 
reproduced  in  tapestry  at  the  San  Michele  manufactory  (Viale 
Ferrero,  "Arazzi,"  pi.  237). 

2.  Gobel,  Wandteppiche  II,  vol.  1,  p.  424;  vol.  2,  pi.  449. 

3 .  Possibly  Mme  Dolivera  de  Carcassone,  of  New  York  and  Paris. 
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147  Mantle 


Probably  for  a  statue  of  the  Virgin 


Polish  (Cracow) ;  woven  probably  by  Franciszek  Glaize 
(fl.  1 74 3 -i 7 5  8),  perhaps  for  Andreas  Stanislaus  Kostka 
Zaluski,  bishop  of  Cracow  (1694— 1758),  about  1755. 

Silk  and  silver-gilt  thread. 

4  ft.  9  in.  x  7  ft.  11  in.  (1.45  mx  2.41  m). 

22—28  warps  per  inch,  10—12  per  centimeter. 

Rogers  Fund,  1957  (57.94). 


Detail  of  147 


DESCRIPTION 

The  ground  is  white.  Basically  the  design  is  symmetri- 
cal, but  the  two  sides  vary  in  detail.  In  the  center  is  a  vase  in 
shades  of  pink,  light  brown,  and  tan,  and  gold  thread, 
filled  with  red,  yellow,  blue,  lavender,  and  white  flowers, 
with  leaves  in  shades  of  green  and  yellow.  The  scrolling 
forms  that  surround  it  are  in  three  shades  of  blue  inside, 
two  shades  of  pink,  tan,  and  gold  thread  on  the  outside. 
Similar  scrolling  forms,  mostly  in  blues  and  gold,  extend 
above  and  below.  From  these  spring  flowers  in  red,  yel- 
low, pink,  and  white,  with  green  and  yellow  leaves,  and, 
above  the  vase,  red  berries. 

Around  the  edges  of  the  mantle  are  similar  forms  inter- 
spersed with  irregularly  shaped  medallions  in  dark  and 
light  pink,  tan,  and  gold  thread.  These  show  symbols  of 
the  Virgin  in  the  same  colors.  Immediately  to  the  right  of 
the  neck  opening  is  an  indistinct  symbol,  perhaps  the  Ark 
of  the  Covenant.  Farther  to  the  right  is  the  sun,  shown  as  a 
rayed  face;  this  medallion  is  tied  to  a  scroll  with  a  ribbon. 
Below  the  top  right  corner  and  continuing  down  the  right 
side  are  a  city  gate,  a  tower,  a  rose  on  a  twig  with  leaves, 
and  a  mirror.  In  the  center  at  the  bottom  is  a  palm-like  tree 
in  an  oval  medallion.  The  medallions  at  the  top  of  the  left 
side  show  a  star  and  the  crescent  moon  with  a  face;  this 
medallion  is  tied  to  a  scroll  with  a  ribbon.  Below  the  top 
left  corner  is  a  fountain,  then  an  indistinct  symbol,  per- 
haps a  ship,  a  lily  plant  with  three  flowers,  and  a  pine-like 
tree.  Among  the  pink,  blue,  and  gold  scrolling  forms  are 
curving  sprays  of  green  and  yellow  leaves  and  many  flow- 
ers in  red,  blue,  white,  yellow,  pale  and  dark  brown,  lav- 
ender, and  pink.  The  guards  are  yellow.  The  warps  are 
vertical. 

CONDITION 

There  are  a  few  small  holes,  but  no  significant  damage 
and  a  minimum  of  repairs. 

USE  AND  SYMBOLISM 

The  semicircular  indentation  at  the  neck  and  the  lack  of 
a  hood  and  of  any  remains  of  a  method  of  fastening  the 
garment  across  the  chest  suggest  a  mantle  for  a  church 
image  rather  than  a  cope.  All  the  identifiable  symbols  are 


those  of  the  Virgin;  she  is  "  Electa  ut  sol,"  "Porta  coeli," 
"Turris  davidica  cum  propugnaculis,"  "Plantatio  rosae," 
"Speculum  sine  macula,"  "Stella  matutina,"  "Pulchra  ut 
luna,"  "Fons  Hortorum,"  "Sicut  lilium,"  and  "Quasi 
cipressus"  (or,  "Sicut  cedrus  exaltata").1 

WEAVER  AND  DATE 

The  attribution  to  the  workshop  of  Franciszek  Glaize  at 
Cracow  in  the  mid-eighteenth  century  is  based  on  the  re- 
semblance in  technique,  design,  and  coloring  of  147  and  a 


chasuble  in  the  Fine  Arts  Museums  of  San  Francisco.2  The 
rococo  scrolls  and  medallions,  leaves,  roses,  and  ribbons 
on  both  pieces  are  closely  related.  The  chasuble  has  in- 
scriptions indicating  it  was  made  in  Cracow,  for  Andreas 
Zaluski.  The  eagles  in  its  design  are  very  like  those  on  five 
altar  frontals  in  the  Czartoryski  Museum,  which  are 
signed  by  F.  Glaize;  they  were  made  for  Zaluski  just  be- 
fore his  death  in  175 8. 3  Very  similar  flowers  are  also 
found  on  two  hangings  with  grisaille  figures  of  statues  in 
the  castle  of  Pieskowa  Skala,  owned  by  the  National  Mu- 
seum, Cracow,  which  are  probably  Polish. 
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HISTORY 

Acquired  for  the  MMA  in  London  by  means  of  the  Rogers 
Fund,  1957. 

EXHIBITION 

Chicago,  Art  Institute,  1975-76.  Raiment  for  the  Lord's  Ser- 
vice-. A  Thousand  Years  of  Western  Vestments.  Catalogue  by 
Christa  C.  Mayer-Thurman,  pp.  246,  247,  illus.  Called 
Polish,  first  half  of  the  eighteenth  century;  symbols  identified 
as  Ark  of  the  Covenant,  Sun,  Gate  of  Heaven,  Tower  of 
David,  Rose  of  Jericho,  Mirror  of  Justice,  Palm  Tree,  Cedar 
of  Lebanon,  Lily  among  Thorns,  Ship,  Fountain  of  the  Gar- 
den Enclosed,  Moon,  and  Morning  Star. 

PUBLICATIONS 

MMA  Annual  Report  195-/— 1958.  In  MMA  Bulletin,  n.s.  17 
(1958-59)  p.  64.  Listed  as  cope,  probably  Italian,  first  half  of 
the  eighteenth  century. 


Standen,  Edith  A.  "Few  but  Choice:  Some  Recent  Accessions  of 
European  Textiles."  MMA  Bulletin,  n.s.  18  (1959-60)  pp. 
337-385  fig-  4-  Called  Italian  or  French,  1700-50. 


NOTES 

1.  Harold  E.  Wethey  and  Alice  Sunderland  Wethey,  "Herrera 
Barnuevo  and  His  Chapel  in  the  Descalzas  Reales,"  Art  Bulletin  48 
(1966)  p.  24,  n.  44:  fifteen  symbols  of  the  Immaculate  Conception 
(not  all  of  which  are  found  on  147)  and  other  symbols  connected 
with  the  Virgin.  The  indistinct  symbol  on  the  left  side  of  147  may  be 
intended  to  represent  the  "Area  translata,"  as  a  reliquary  with 
horizontal  handles  (Wethey,  "Herrera  Barnuevo,"  p.  34). 

2.  Mayer-Thurman,  Raiment  for  the  Lord's  Service,  pp.  243—45,  no. 
121,  illus. 

3.  Juljan  Pagaczewski,  Gobliny  Polskie  (Cracow,  1929)  p.  126  (of 
French  summary).  The  designs  are  attributed  to  the  Polish  artist 
Tadeusz  Konicz  (173 1— 1793). 
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14  8  Table  carpet  with  a  hunting  scene 


Polish  (?),  about  1760-75. 
Wool. 

7  ft.  10  in,  x  12  ft.  9  in.  (2.39  m  x  3.89  m). 

15-16  warps  per  inch,  6  per  centimeter. 

Gift  of  Lady  Maud  E.  Marriott,  Mrs.  Margaret  D.  Ryan, 
Roger  W.  Kahn  and  Gilbert  W.  Kahn,  children  of  the  late 
Otto  H.  Kahn  andAddieW.  Kahn,  1956  (56.54.2). 

DESCRIPTION 

The  dark  blue  ground  has  an  irregular  central  medallion 
surrounded  by  rocaille  scrolls  in  shades  of  dull  yellow  with 
details  in  red  and  blue;  green  and  blue  leaves  and  red  and 


yellow  flowers  spring  from  them.  A  landscape  fills  the 
medallion.  In  the  foreground  is  a  man  in  red  and  blue  on  a 
white  horse,  firing  a  gun  at  a  fleeing  brown  stag,  which  is 
bleeding  from  the  attack  of  two  brown  dogs  with  red  and 
brown  collars.  On  the  left,  behind  a  tree,  another  man  also 
shoots  at  the  stag.  Above  this  group,  two  men  in  blue  and 
yellow  standing  on  a  yellow  bridge  aim  their  guns  at  a 
spotted  brown  and  tan  leopard.  On  the  right  is  a  white 
building  with  brown  windows  and  red  and  yellow  roofs; 
on  the  left  are  yellow  and  blue  houses  with  red  and  yellow 
roofs.  Large  green  trees  with  brown  trunks  rise  on  both 
sides  through  the  framing  scrolls.  A  small  gray  rabbit  is 
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half  visible  below  the  horse.  Cypresses  and  other  trees  in 
shades  of  blue  and  green  form  a  wood  on  the  left  and  four 
green  palm  trees  with  brown  trunks  rise  above  the  men 
shooting  at  the  leopard.  The  undulating  ground  in  the 
center  is  in  shades  of  pale  brown  and  gray,  with  some 
small  green  plants  and  red  flowers.  The  sky  is  the  same 
dark  blue  as  the  ground  of  the  complete  tapestry,  with  a 
lighter  streak  at  the  top. 

In  the  field  outside  the  central  medallion  are  four 
smaller  medallions,  framed  by  similar  rocaille  scrolls  in 
red,  blue,  and  dull  yellow.  Each  shows  a  landscape  with 
small  green  trees  and  a  plumed  hat  or  crown  with  a  scepter 
on  a  cushion  in  the  center  in  red,  blue,  and  yellow,  all 
slightly  different.  In  the  four  corners  and  the  center  of  each 
side  are  similarly  framed  medallions,  each  with  a  symbolic 
object  or  scene.  In  the  center  of  the  lower  border,  the 
medallion  shows  two  palm  trees  with  a  river  between 
them  in  shades  of  blue,  green,  yellow,  and  brown;  the 
lower  left  medallion  has  a  brown  phoenix  amid  red  and 
yellow  flames;  the  central  medallion  on  the  left,  a  white 


swan  swimming  in  a  blue  stream  between  brown  banks; 
the  upper  left  medallion,  a  brown  and  gray  pelican  tearing 
her  breast  to  feed  her  young;  the  central  medallion  at  the 
top,  a  tree  with  pale  yellow  fruit  in  a  landscape;  the  upper 
right  corner  medallion,  a  red  heart  in  a  brown  boat  on  a 
stormy  blue  sea,  with  dark  clouds  above;  the  central  right 
medallion,  a  brown  eagle  with  its  fledglings  gazing  at  a 
yellow  sun;  the  lower  right  medallion,  a  bird  entering  a 
red,  blue,  yellow,  and  white  cage.  The  medallions  are  con- 
nected by  rocaille  scrolls  in  red,  blue,  and  dull  yellow.  A 
dull  yellow  band  surrounds  the  whole,  with  blue  and  yel- 
low scallops  at  the  corners.  The  guard,  visible  on  the  left 
side  only,  is  brown.  Slits  have  been  very  freely  used  in  the 
rocaille  scrolls. 

CONDITION 

There  are  small  worn  areas  at  the  edges  and  some  spots 
and  small  holes  in  the  background;  one  of  the  latter  has 
been  filled  in  with  a  piece  of  cloth. 
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SYMBOLISM 

As  there  are  no  inscriptions,  the  representations  in  the 
medallions  are  not  true  emblems.  Most  of  them,  however, 
are  frequently  found  in  emblem  books,  where  they  have  a 
number  of  meanings,  depending  on  the  mottoes  they  illus- 
trate. But  the  two  palm  trees  of  the  lower  central  medal- 
lion have  only  one;  they  symbolize  married  love.1  Given 
the  central  position  of  this  medallion,  it  can  be  considered 
as  establishing  the  meaning  of  the  others,  all  of  which  can 
refer  to  love,  marriage,  and  children.  The  phoenix,  which 
dies  in  fire  and  is  born  again,  can  be  an  emblem  of  love;2 
the  swan,  of  chastity;3  the  pelican,  of  mother  love;4  the 
fruit  tree,  of  fecundity;5  the  heart  in  a  boat  in  a  stormy  sea 
has  not  been  identified,  but  may  well  represent  love  secure 
among  troubles;  eaglets,  like  eagles,  can  look  straight  into 
the  sun,  illustrating  the  resemblance  of  children  to  their 
parents;6  and  the  bird  entering  a  cage  of  its  own  free  will  is 
an  emblem  of  the  willing  subjugation  of  love.7 

No  interpretation  of  the  four  inner  medallions  has  been 
discovered. 


MANUFACTURE  AND  DATE 

The  clumsy  handling  of  the  rocaille  scrolls  indicates  a 
designer  far  from  the  centers  of  fashion  and,  probably,  a 
date  later  than  the  height  of  the  rococo  style  in  France.  The 
exotic  character  of  the  landscape  with  its  palms  and  the 
slight  upward  tilt  of  the  eaves  of  the  houses  has  suggested 
an  attribution  to  Portugal,8  but  no  such  tapestries  are 
known  to  have  been  made  there.  On  the  other  hand,  a 
tapestry  with  very  similar  rocaille  and  medallions  was  sold 
at  Parke-Bernet,  New  York,  March  15, 1969  (no.  162;  the 
dimensions  are  erroneously  given  as  4  ft.  x  3  ft.  3  in.,  but 
are  actually  5  ft.  10  in.  x  14  ft.);  it  belonged  to  the  Lugano 
dealer  Adriano  Ribolzi  in  1972.9  It  has  the  arms  of  two 
Polish  families  and  is  dated  October  20,  1778  (presum- 
ably a  marriage  date).  An  attribution  of  148  to  Poland  is  at 
least  possible. 


PUBLICATIONS 

MM  A  Annual  Report  1955-1956.  In  MMA  Bulletin,  n.s.  15 
(1956-57)  p.  44,  Listed  as  probably  Portuguese,  eighteenth 
century. 

Standen,  Edith  A.  "A  Portuguese  Tapestry?"  Bulletin  of  the 
Needle  and  Bobbin  Club  42  (1958)  pp.  32-43,  pis.  1-9. 
Called  perhaps  Portuguese,  mid-eighteenth  century. 


Standen,  Edith  A.  "Studies  in  the  History  of  Tapestry  1520- 
1790:  VI.  Some  Exotic  Subjects."  Apollo  114  (1981)  pp. 
49—51,  figs.  11, 12.  Called  probably  Polish,  1760-75. 


NOTES 

1.  Emblems  for  the  Entertainment  and  Improvement  of  Youth  (R. 
Ware,  London,  [18th  century])  pi.  lxi,  no.  6,  "Two  Palm-Trees 
joining  across  a  River.  Un  meme  penchant  nous  unit.  By  our  inclin- 
ing towards  each  other  we  are  united";  Mario  Praz,  Studies  in 
Seventeenth-Century  Imagery  (Rome,  1964)  p.  224,  with  quota- 
tion from  Webster's  Duchess  of  Malfy,  "the  loving  Palmes  (Best 
Embleme  of  a  peaceful  marriage)  That  nev'r  bore  fruit  devided"; 
Arthur  Henkel  and  Albrecht  Schone,  Emblemata  (Stuttgart,  1967) 
col.  199. 

2.  Praz,  Studies,  p.  85. 

3.  Emblems,  pi.  L,  no.  8,  "A  Swan  in  the  Water.  N/7  purius  ille  est. 
Nothing  is  purer  than  Chastity." 

4.  Emblems,  pi.  lv,  no.  3 .  "A  Pelican  bleeding  for  her  young  ones.  Pro 
Grege.  I  bleed  for  my  Offspring." 

5.  Henkel  and  Schone,  Emblemata,  col.  170,  with  motto  "Propria 
stat  gloria  prole." 

6.  Henkel  and  Schone,  Emblemata,  cols.  773, 774,  with  mottoes  such 
as  "Te  ipsum,  de  te  ipso." 

7.  Praz,  Studies,  p.  97,  with  the  motto  "Perch'io  stesso  mi  strinsi" 
from  Petrarch.  A  French  version,  "Plus  heureux  en  prison  qu'il 
n'est  en  liberte"  (from  C.  F.  Menestrier,  Philosophia  Imaginum 
[Amsterdam,  1695]),  is  quoted  in  Ella  Snoep-Reitsma,  "Chardin 
and  the  Bourgeois  Ideals  of  His  Time,"  Nederlands  Kunsthistorisch 
Jaarboek  24  (1973)  p.  228. 

8.  Standen,  "Portuguese  Tapestry,"  p.  34. 

9.  ja  Biennale:  Mostra  Mercato  Internazionale  delVAntiquariato, 
exh.  cat.,  Palazzo  Strozzi  (Florence,  1971)  p.  599,  illus.  The  caption 
is  erroneously  on  p.  594. 
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149  The  Story  of  Troy 


Three  embroidered  hangings  from  a  set 


a  The  Rape  of  Helen 

b  The  Prophecy  of  Calchas 

c  The  Sacrifice  of  Polyxena 

Chinese,  late  sixteenth  century,  after  European  designs. 

Silk  and  gilt  paper  thread  on  cloth. 

Embroidered  in  stem,  split,  and  long-and-short  stitches, 
with  couched  thread,  sometimes  over  padding,  on  cotton 
twill.  Details  are  worked  in  flat  or  wrapped  gold  and 
silver  yarns,  couched  or  applied  in  shapes  of  embroidered 
satin  backed  with  paper.  All  flesh  tones  painted  in  what 
appears  to  be  encaustic,  with  gray  and  brown  shadows. 

149a  12  ft.  3  in.  x  16  ft.  3  in.  (3.73  m  x  5.10  m); 

149b  12  ft.  x  16  ft.  8  in.  (3.66  m  x  5.08  m); 

149c  12  ft.  6  in.  x  17  ft.  2  in.  (3.81  m  x  5.23  m). 

149a  Gift  of  Louis  E.  Seley,  1979  (1979.282); 

149b  Bequest  of  Eleanor  Cross  Marquand,  in  memory  of 
her  husband,  Allan  Marquand,  1950  (50.97.2); 

149c  Bequest  of  Roderick  Terry,  Jr.,  1951  (51.152). 

DESCRIPTION 

The  borders  have  dark  blue  grounds.  At  the  corners  are 
coats  of  arms  in  yellow  and  white,  with  blue  outlines  (pos- 
sibly intended  for  barry  of  eight,  argent  and  gules).  The 
blue  and  yellow  helmet  above  each  shield  is  topped  by  a 
yellow  lion,  sometimes  with  a  pink  tongue.  In  an  oval 
medallion  on  each  side  border  is  a  nude  man,  the  lower 
part  of  whose  body  is  a  scaly  white  tail.  He  holds  a  blue- 
green  and  yellow  serpent.  In  the  center  of  the  upper  border 
are  two  elaborate  Chinese  birds  confronting  a  rayed  gold 
face,  perhaps  the  sun  (not  preserved  on  149a  and  c).  In  the 
lower  center  are  a  yellow  griffin  and  lion;  both  have  white 
claws.  The  griffin  has  a  pink,  blue,  white,  and  yellow  wing 
and  crest.  The  remaining  portions  of  the  main  border  are 
filled  with  scrolling  foliage,  floral  forms,  and  tendrils  in 
tones  chiefly  of  green,  blue,  white,  and  yellow,  with  some 
red  and  pink  (most  noticeably  on  149a)  and  with  much 
gilt  paper  thread  (largely  missing  on  149a).  Many  small 
flying  or  perched  birds  and  winged  snakes  in  the  same 
colors  with  black  are  scattered  among  them.  The  frames 
of  the  medallions  with  the  arms  and  figures  have  small 
three-dimensional  scrollwork  protrusions  at  top  and  bot- 
tom. The  bands  on  either  side  of  the  main  borders  are  in 
yellow,  blue,  and  white. 


CONDITION 

The  gold  thread  has  largely  disappeared  especially  from 
149a,  leaving  the  canvas  visible  in  many  areas;  traces  of 
underlying  drawings  or  painting  can  be  seen. 

SUBJECT 

The  three  scenes  of  149  and  two  other  pieces  of  the  set 
show  episodes  from  the  Trojan  War.  Ajax  and  Ulysses 
Disputing  over  Achilles 9s  Armor  is  an  incident  mentioned 
in  the  Odyssey  (book  11)  and  the  post-Homeric  cyclic 
epics.1  Aeneas  Escaping  from  Troy  is  represented  as  de- 
scribed in  the  Aeneid  (book  2).  An  interior  with  women 
attacking  a  man  in  a  turban  has  been  identified  as  a  scene 
from  the  life  of  Hecuba.2  A  seventh  hanging  shows  Hero 
and  a  group  of  women  mourning  over  the  body  of 
Leander,  with  the  Hellespont  in  the  background. 

The  arms  are  possibly  an  erroneous  rendering  of  those 
of  the  Portuguese  family  Mascarenhas,  which  should  be: 
gules,  three  bars  or;  crest,  a  lion  gules,  armed  or.  No  Por- 
tuguese family  bears  barry  of  eight.3 

MANUFACTURE 

The  use  of  gilt  paper  and  many  details  of  the  designs 
show  that  the  hangings  were  made  in  China.  The  compo- 
sitions are  clearly  derived  from  European  sources,  prob- 
ably sixteenth-century  prints.4  A  possible  place  for  such  a 
set  to  have  been  commissioned  is  Macao,  controlled  by 
the  Portuguese  from  1557,5  though  it  may  have  been 
made  at  Canton  or  elsewhere.  If  the  arms  can  be  accepted 
as  those  of  Mascarenhas,  the  set  may  have  been  made  for 
Dom  Francisco  Mascarenhas,  Governor  of  Macao  from 
1623  to  1626;6  it  seems  unlikely,  however,  that  he  would 
have  accepted  such  an  inaccurate  version  of  them. 

RELATED  PIECES 

The  four  other  known  pieces  of  the  set  have  identical 
borders.  Ajax  and  Ulysses  Disputing  was  in  the  Leopold 
Benguiat  sale  (Museo  di  Palazzo  Davanzati),  Galleria 
Bellini,  Florence,  June  25-30,  1934  (no.  66,  illus.,  called 
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149a 


French,  late  sixteenth  century).7  Aeneas  Escaping  from 
Troy  was  in  the  B.  Hochon  sale,  Galerie  Georges  Petit, 
Paris,  June  n,  12,  1903  (no.  196,  illus.,  called  Spanish, 
sixteenth  century),  and  was  sold  again  at  the  Nouveau 
Drouot,  March  19,  1982  (no.  96,  illus.).  The  scene  from 
the  life  of  Hecuba  and  Hero  and  Leander  are  in  the  Musee 
des  Beaux- Arts,  Lyon.8 


HISTORY 

Henry  G.  Marquand  sale,  American  Art  Galleries,  New  York, 
January  24-30,  1903,  nos.  1333  [149c],  1335  [149a],  and 
1336  [149b],  illus.  1336.  With  Ajax  and  Ulysses  (no.  1334, 
called  Achilles  and  the  Arms  of  Patroclus).  Called  Indo- 
Portuguese,  sixteenth  century,  the  flesh  parts  appearing  to 
have  been  painted  by  Portuguese  artists,  the  embroideries 
executed  in  the  East. 


797 


V.  and  L.  Benguiat  sale,  American  Art  Association— Anderson 
Galleries,  New  York,  November  30, 1929,  no.  56, 149a  illus. 
Called  Sino-Portuguese,  possibly  Macao,  seventeenth  cen- 
tury. Described  as  a  scene  from  the  siege  of  Troy,  with 
Menelaus  seizing  Helen,  and  Achilles  and  Agamemnon 
among  the  combatants. 

V.  and  L.  Benguiat  sale,  American  Art  Association-Anderson 
Galleries,  New  York,  November  10,  1932,  no.  358,  illus. 
Called  Indo-Portuguese,  late  seventeenth  century. 

149b  bequeathed  to  the  MMA  by  Eleanor  Cross  Marquand,  in 
memory  of  her  husband,  Allan  Marquand,  1950. 

149c  bequeathed  to  the  MMA  by  Roderick  Terry,  Jr.,  195 1 . 

149a  given  to  the  MMA  by  Louis  E.  Seley,  1979. 

Detail  of  149a 


PUBLICATIONS 

MMA  Annual  Report  1950.  In  MMA  Bulletin,  n.s.  10  (195 1- 

52)  p.  36.  149b  listed  as  a  representation  of  a  sacrifice,  Sino- 
Portuguese  (possibly  Macao),  seventeenth  century  (?). 

MMA  Annual  Report  1951.  In  MMA  Bulletin,  n.s.  11  (1952— 

53)  P-  3**.  149c  listed  as  Sino-Portuguese  (possibly  Macao), 
seventeenth  century. 

Scherer,  Margaret  R.  The  Legends  of  Troy  in  Art  and  Litera- 
ture. New  York,  1963,  p.  248.  149b  and  c  mentioned,  as 
Calchas  Sacrificing  and  the  Sacrifice  ofPolyxena. 

Boccara,  Dario.  Les  Belles  Heures  de  la  tapisserie.  Zug,  1 97 1 ,  p. 
133.  Mentioned,  as  four  pieces,  a  little  earlier  than  the  two  in 
Lyon. 

Le  Corbeiller,  Clare.  China  Trade  Porcelain:  Patterns  of  Ex- 
change, New  York,  1974,  p.  11,  n.  67.  149b  and  c  men- 
tioned. 

MMA  Annual  Report  1978-1979,  p.  30.  149a  listed,  called 
Macao?,  first  half  seventeenth  century. 

J.  M.  [Jean  Mailey].  "The  Abduction  of  Helen:  From  a  Set  of 
Hangings  of  the  Trojan  War."  MMA  Notable  Acquisitions 
1979—1980,  pp.  34,  35,  illus.  [149a].  Called  Chinese  for  the 
Western  market,  probably  Portugal  or  Spain,  late  sixteenth 
century.  Chinese  details  listed,  technique  described. 

MMA  Annual  Report  1981—1982,  p.  27.  149a  listed,  called 
probably  Colonial  Portuguese  (Macao),  first  half  seventeenth 
century. 

149a  The  Rape  of  Helen 

DESCRIPTION 

Helen,  who  raises  her  arms  in  the  center  of  the  composi- 
tion, wears  a  dress  that  was  originally  entirely  gold  but  is 
now  dark  green.  The  man  who  seizes  her  on  the  right  is  in 
yellow,  with  lion  heads  at  his  shoulders;  the  man  on  the 
left,  who  also  holds  her,  is  in  blue.  The  confused  mass  of 
fighting  warriors  that  covers  the  lower  half  of  the  embroi- 
dery is  rendered  in  shades  of  blue,  yellow,  orange,  green, 
and  white.  On  the  right  is  a  boat  with  dark  blue  and 
yellow  stripes.  Other  ships,  some  with  furled  sails,  are  seen 
amid  blue  and  yellow  waves  above.  A  city  in  the  same 
colors  as  the  fighting  men  fills  the  upper  left  side  of  the 
panel.  Men  fire  arrows  from  the  battlements  of  a  large 
gate  upon  the  struggling  crowd  below. 

CONDITION 

The  gold  thread  has  almost  entirely  disappeared. 


SUBJECT 

Helen  being  carried  to  a  boat  in  the  midst  of  fierce 
fighting  is  not  the  classical  account  of  her  abduction,  but 
represents  a  later  version,  followed  in  Marcantonio 
Raimondo's  engraving  and  other  works  of  art.9  The  scene 
has  also  been  said  to  represent  the  seizure  of  Helen  by 
Menelaus  after  the  fall  of  Troy,  but  there  is  no  indication 
in  the  embroidery  that  the  Greeks  have  taken  the  city. 


149b  The  Prophecy  of  Calch as 

DESCRIPTION 

The  altar  in  the  center  is  gray,  white,  pale  brown,  pale 
green,  yellow,  and  blue;  it  has  yellow  and  white  horned 
animal  masks  and  yellow  swags.  Rising  from  it  are  yellow 
and  brown  flames,  from  which  a  white  ram's  head  with 
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black  horns  protrudes.  A  semicircle  of  armed  men  are  on 
their  knees  around  it.  They  have  blue,  yellow,  and  brown 
helmets  with  lion  heads  or  plumes,  breastplates,  and  clas- 
sical skirts,  all  in  similar  colors.  Some  carry  dull  yellow 
spears  and  one  on  the  left  has  his  blue,  yellow,  and  brown 
shield  slung  at  his  back.  The  man  nearest  the  altar  on 
the  right  (presumably  Calchas)  has  seen  what  is  occur- 
ring in  the  upper  left  corner,  where  a  blue  and  white 
serpent,  curled  around  a  pale  brown  tree  trunk,  is  attack- 
ing some  birds  in  a  nest.  A  gray,  yellow,  and  white  bird 
flies  toward  it. 

In  the  sky  on  the  right  are  three  very  small  figures,  one 
blowing  two  yellow  trumpets,  seated  on  blue,  yellow, 
gray,  and  white  clouds.  In  the  striped  blue,  yellow,  gray, 
and  white  sea  below  are  three  brown  ships  with  furled 
white  sails,  blue  and  yellow  flags,  and  yellow  and  white 
shields  hung  over  the  sides.  The  sky  consists  of  clearly 
defined  areas  of  light  blue,  dark  blue,  white,  and  dull  yel- 
low. The  foreground  is  made  up  of  similarly  colored  areas, 
with  spears  and  three  shields  lying  on  the  ground;  two  of 
these  have  yellow,  blue,  and  brown  lion-masks,  the  third, 
a  Portuguese-type  double-headed  eagle  in  yellow,  blue, 
and  gray.10 


CONDITION 

There  are  holes  in  some  dark  brown  painted  areas,  the 
underlying  cloth  being  destroyed  along  the  lower  edges  of 
some  costumes.  There  is  a  dark  stain  below  the  altar.  No 
reds  or  pinks  have  survived.  There  are  abraded  areas  in  the 
dark  blue  ground  of  the  borders.  An  irregular  section  just 
above  the  lower  border  is  apparently  an  addition  made  at 
the  time  the  piece  was  embroidered,  perhaps  to  correct  its 
dimensions. 


SUBJECT 

The  event  is  described  in  the  Iliad  (book  z)  as  occurring 
when  the  Greeks  were  gathering  in  Aulis  in  preparation 
for  the  attack  on  Troy.  Ulysses  recalls  that  "we  round 
about  a  spring  were  offering  on  the  holy  altars  unblem- 
ished hecatombs  to  the  immortals,  beneath  a  fair  plane- 
tree  whence  flowed  bright  water,  when  there  was  seen  a 
great  portent:  a  snake  blood-red  on  the  back,  terrible, 
whom  the  god  of  Olympus  himself  had  sent  forth  to  the 
light  of  day,  sprang  from  beneath  the  altar  and  darted  to 


the  plane-tree.  Now  there  were  there  the  brood  of  a  spar- 
row, tender  little  ones,  upon  the  topmost  branch,  nestling 
beneath  the  leaves;  eight  were  they  and  the  mother  of  the 
little  ones  was  the  ninth,  and  the  snake  swallowed  these 
cheeping  pitifully.  And  the  mother  fluttered  around  wail- 
ing for  her  dear  little  ones;  but  he  coiled  himself  and 

caught  her  by  the  wing  as  she  screamed  about  him  So 

when  the  dread  portent  brake  in  upon  the  hecatombs  of 
the  gods,  then  did  Kalchas  forthwith  prophecy,  and  said: 
'Why  hold  ye  your  peace,  ye  flowing-haired  Achaians?  To 
us  has  Zeus  the  counsellor  shown  this  great  sign,  late 
come,  of  late  fulfillment,  the  fame  whereof  shall  never 
perish.  Even  as  he  swallowed  the  sparrow's  little  ones  and 
herself,  the  eight  wherewith  the  mother  that  bare  the  little 
ones  was  the  ninth,  so  shall  we  war  there  so  many  years, 
but  in  the  tenth  year  shall  we  take  the  wide-wayed 
city.'  "n  The  figures  in  the  sky  are  presumably  two  of  the 
gods,  with  Fame  blowing  trumpets. 


149c  The  Sacrifice  ofPolyxena 

DESCRIPTION 

The  woman  kneeling  in  front  of  a  yellow,  blue,  and 
brown  chest  or  sarcophagus  has  a  pale  brown  cap  with  a 
blue  feather,  a  pink,  blue,  and  white  jewel,  and  a  blue, 
white,  and  yellow  fillet  over  her  yellow  curls.  She  wears  a 
white  scarf,  a  yellow  and  blue  necklace,  and  a  yellow 
dress.  Her  arms  are  tied  behind  her  back.  Behind  her,  the 
executioner  in  dull  yellow,  pale  green,  and  pale  blue  raises 
above  his  head  a  brown  sword  with  a  gold  hilt.  A  king 
with  a  gold  crown  and  brown  scepter  places  one  hand  on 
the  sarcophagus;  he  has  a  yellow  and  blue  robe  and  a  blue 
cloak.  Behind  him  is  a  group  of  men  carrying  spears;  they 
have  brown,  blue,  and  yellow  helmets  and  armor.  One 
carries  a  dark  blue  shield,  decorated  in  brown,  yellow,  and 
gold;  he  wears  a  dark  blue  and  yellow  helmet  and  blue, 
yellow,  white,  and  brown  armor. 

In  the  background,  behind  the  kneeling  victim,  is  a  tree 
with  a  brown  trunk,  blue,  green,  and  yellow  leaves,  and 
white  and  yellow  flowers  of  a  Chinese  type,  with  rocks 
and  hills  in  the  same  colors.  There  are  two  very  small 
monkeys  in  the  branches  and  a  butterfly  below  one  of 
them.  There  are  two  brown,  blue,  and  yellow  butterflies 
between  the  executioner  and  his  victim.  To  the  right  is  a 
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blue,  white,  and  yellow  sea,  with  a  city  inside  a  pale  blue 
wall  on  the  shore.  The  sky  is  in  clearly  defined  areas  of 
light  and  dark  blue,  white,  and  yellow,  with  clouds  in  the 
same  colors.  There  are  some  small  flying  birds.  In  the 
foreground,  in  front  of  the  sarcophagus,  are  two  yellow 
and  blue  pedestals  supporting  small  yellow  cones.  The 
ground  is  dark  blue  with  plants  and  flowers  in  pale  blue, 
yellow,  green,  white,  and  dull  pink. 


CONDITION 

A  small  fraction  of  the  gold  has  survived  on  the 
weapons,  costumes,  flowers,  and  outlines  of  all  the  forms. 
Two  vertical  cuts  in  the  lower  border  have  been  rather 
coarsely  sewn  up.  There  are  small  holes  in  the  cheek  and 
right  arm  of  the  executioner. 
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SUBJECT 

The  subject  has  been  described  as  the  sacrifice  of 
Iphigenia,  or  as  the  sacrifice  of  Polyxena.  If  the  victim  is 
Iphigenia,  the  king,  turning  his  face  away  with  a  sorrowful 
expression,  would  be  her  father,  Agamemnon.  But  the 
object  in  front  of  which  she  kneels  is  more  like  a  tomb  than 
an  altar,  the  Greek  ships  are  not  shown  becalmed  in  the 
sea,  and  no  indication  is  given  that  Diana  will  rescue  the 
maiden.  It  seems  more  probable  that  she  is  Polyxena, 
about  to  be  sacrificed  before  the  tomb  of  Achilles.  This 
story  is  not  in  Homer,  but  is  given,  in  several  versions,  by 
other  classical  authors.12  In  some  accounts,  Agamemnon 
tried  to  spare  her,  but  was  overruled,  so  that  the  king  in 
the  embroidery  may  well  represent  him  in  this  scene. 

NOTES 

1.  Scherer,  Legends  of  Troy,  pp.  x,  104. 

2.  Information  from  Madeleine  Rocher-Jauneau. 

3 .  Information  provided  by  Jorge  de  Moser.  The  Mascarenhas  arms 
are  shown  correctly  on  a  tapestry  in  the  Museu  Nacional  de  Arte 
Amiga,  Lisbon  ( Jorge  de  Moser,  "Acerca  de  uma  tapecaria,"  Bole- 
tim  do  Museu  Nacional  de  Arte  Antiga  1  [1949]  pi.  facing  p.  178). 

4.  Flemish  prints  reached  the  Far  East  in  the  sixteenth  century  (J. 
Jennes,  "De  uitstraling  van  de  Vlaamse  prentkunst  in  Indie,  China 
en  Japan  tijdens  de  XVIe  en  XVIIe  eeuw,"  Miscellanea  Jozef 
Duverger  [Gent,  1968]  pp.  481-85). 

5.  Peter  Munday,  visiting  Macao  in  1637,  saw  hangings  in  the  houses; 
the  women's  dresses  were  "Costly  Made  here  by  the  Chinois  off 
Ritche  embroidery  off  coloured  silk  and  golde"  (Charles  Ralph 
Boxer,  Fidalgos  in  the  Far  East,  1550—1770  [The  Hague,  1948]  pp. 
126,128). 

6.  Boxer,  Fidalgos,  p.  94. 

7.  Marquand  sale,  no.  1334.  Called  Achilles  before  the  Arms  of 
Patroclus. 

8.  Boccara,  Belles  Heures,  pi.  13  3 .  Both  pieces  were  sold  at  Sotheby's, 
January  20, 1967,  no.  46,  when  they  were  described  as  Sino-Portu- 
guese  and  said  to  be  dated  1 878. 

9.  Edward  S.  King,  "The  Legend  of  Paris  and  Helen,"  Journal  of  the 
Walters  Art  Gallery,  2  (1939)  p.  70,  n.  45;  Guy  de  Tervarent, 
VHeritage  antique  (Paris,  1946)  pp.  21-26. 

10.  Similar  eagles  are  seen  on  Macao  woven  silks  of  the  second  half  of 
the  sixteenth  century  (G.  F.  Wingfield  Digby,  "Some  Silks  Woven 
under  Portuguese  Influence  in  the  Far  East,"  Burlington  Magazine 
77  [1940]  pp.  52-60). 

11.  The  Iliad  of  Homer,  trans.  Andrew  Lang,  Walter  Leaf,  and  Ernest 
Myers  (London,  1895)  bk.  2,  lines  305-33.  Robert  Graves  states 
that  Calchas  knew  that  the  birds  represented  years  rather  than 
months  because  snakes  cast  their  skins  and  plane  trees  their  bark 
every  year  (Robert  Graves,  The  Greek  Myths  [Baltimore,  1955] 
vol.  2,  p.  289,  no.  11). 

12.  Graves,  Greek  Myths,  vol.  2,  p.  340;  Scherer,  Legends  of  Troy,  pp. 
124-26. 
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150  Countess  Elizabeth  Romano vna  Vorontsova 


Russian  (Saint  Petersburg);  woven  by  Jean  Baptiste  Rondet 

(fl.  1740-1764)  in  1762. 
Place  of  origin  and  weaver's  name. 
Wool  and  silk. 

3  ft.  6V2  in.  x  2  ft.  10  in.  (1.08  m  x  86  cm). 
22-24  warps  per  inch,  10  per  centimeter. 
Gift  of  Alice  E.  Van  Orden,  1962  (62.105). 


DESCRIPTION 

The  sitter  has  dull  yellow  hair  and  earrings,  a  blue  or- 
nament at  the  top  of  her  head,  and  black  lace  around  her 
neck.  Her  dress  is  in  shades  of  blue,  with  a  yellowish 
brown  stomacher  and  lace  sleeve  ruffles.  Over  it  she  wears 
a  brown  fur  scarf,  lined  with  red.  She  holds  pink  carna- 
tions in  her  left  hand  and  a  pale  brown  fan  in  her  right. 
The  background  is  in  shades  of  brown,  with  blue  lines  on 
the  base  of  the  column  on  the  right.  The  inscription  is  in 
red  on  the  lower  right  corner:  fait  par  I  Rondet  Mf  [maitre 
tapissier]  a  I  Petersbourg  •  1 1762. 

CONDITION 

There  are  a  few  small  areas  of  repair  in  the  background. 

SUBJECT 

Elizabeth  Romanovna  Vorontsova  (1739-1792)  is 
shown  at  the  age  of  twenty-three.  She  was  the  mistress  of 
Czar  Peter  III  and  lady-in-waiting  to  his  wife,  Catherine, 
later  empress.1 

SOURCE  OF  THE  DESIGN 

The  design  is  copied  from  a  painting  by  an  unknown 
artist,  formerly  in  the  collection  of  Countess  E.  Voron- 
tsova-Dashkova  (fig.  96). 2 


WEAVER  AND  DATE 

J.  B.  Rondet  was  an  haute-lisse  weaver  at  the  Gobelins, 
described  as  "one  of  the  best"  in  1752,  and  as  an  officier 
de  tetes  in  1756,  the  year  in  which  he  left  France.  He  was 


in  Saint  Petersburg  in  1759  and  became  maitre  tapissier  at 
the  Imperial  Manufactory  there.  He  left  a  daughter  aged 
twenty-two  when  he  died  in  1764. 3  150  must  have  been 
made  before  June  29,  1762,  when  Peter  III  was  deposed 
and  the  countess  sent  home  to  her  father.4  A  Jean  Rondet, 
"chef  et  conducteur  des  ouvriers,"  at  the  Gobelins  in 
173 1,  may  have  been  J.  B.  Rondet's  father.5 

RELATED  TAPESTRIES 

A  three-quarter-length  tapestry  portrait  of  Peter  III, 
signed  "Rondet  Fit,"  is  in  the  Russian  Museum,  Lenin- 
grad. The  design  is  derived  from  a  painting  by  F.  S. 
Rokotov.6  A  tapestry  of  David  with  the  head  of  Goliath, 
signed  by  Rondet  and  dated  1759,  was  in  the  Oscar 
Hainauer  collection,  Berlin,  in  1897.7  An  unsigned  tapes- 
try portrait  of  Princess  Dashkova  in  the  Sir  Hercules  Read 
sale,  Sotheby's,  London,  November  5-9,  1928  (no.  729, 
illus.),  and  sold  again  at  the  same  auction  house  July  1, 
1977  (no.  3,  illus.),  said  to  be  after  Pietro  Rotari,  is  so 
similar  in  style  to  150  that  it  was  probably  also  woven  by 
Rondet.8 

HISTORY 

In  the  James  A.  Garland  sale,  American  Art  Galleries,  New 
York,  March  19,  zo, 1909,  no.  125,  illus.,  called  Portrait  of  a 
Lady,  Russian,  1770.  Bought  by  E.  Einstein. 

Lent  to  the  MMA  by  Miss  Alice  Einstein,  1917. 

Given  to  the  MMA  by  Mrs.  T.  Durland  Van  Orden  (Alice  Ein- 
stein), 1962. 

PUBLICATIONS 

Spilioti.  "Contributions  to  the  History  of  the  Imperial  Tapestry 
Manufactory"  (in  Russian).  Art  Treasures  in  Russia  3  (1903) 
p.  244.  Listed  in  manufactory  records  as  woven  in  1762. 

MMA  Bulletin  12  (1917)  p.  255.  Listed  as  a  Russian  eighteenth- 
century  tapestry  lent  by  Miss  Alice  Einstein. 

Hunter.  Practical  Book  of  Tapestries,  p.  277.  Mentioned  as 
portrait  of  the  empress  Elizabeth,  1760. 

Gobel.  Wandteppiche  HI,  vol.  2,  p.  241.  Mentioned. 

MMA  Annual  Report  1961-1962.  In  MMA  Bulletin,  n.s.  21 
(1962—63)  p.  89.  Listed  as  tapestry  with  portrait  of  the 
empress  Elizabeth. 
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Standen,  Edith  A.  "The  Mistress  and  the  Widow."  MMA  Bulk- 
tin,  n.s.  25  (1966—67)  pp.  185—91,  frontispiece,  pis.  1,  2,  4. 
Sitter  and  source  of  design  identified,  date  read  as  1762. 

Onassis,  Jacqueline,  ed.  In  the  Russian  Style,  New  York,  1976, 
p.  61,  illus. 

NOTES 

1.  Standen,  "Mistress  and  the  Widow,"  pp.  188-91. 

2.  Grand  Duke  Nicolas  Mikhailowitch,  Portraits  russes  des  XVIHe  et 
XIXe  siecles  (Saint  Petersburg,  1906)  vol.  2,  no.  54,  illus.  The 
identification  was  made  by  Dr.  Nina  Biriukova  of  the  State 
Hermitage  Museum. 

3.  Standen,  "Mistress  and  the  Widow,"  pp.  185-88;  Jean  Mondain- 
Monval,  Correspondance  de  Soufflot  avec  les  directeurs  des  Bati- 
ments  concernant  la  manufacture  des  Gobelins  (1756-1780) 
(Paris,  191 8)  pp.  31,  173;  E.  Veuclin,  "Quelques  artistes  fran^ais 
passes  en  Russie  sous  Pierre  le  Grand  et  Catherine  II,"  Reunion  des 
Societes  des  Beaux- Arts  des  Departements  17  (1893)  p.  490. 

4.  Mikhailowitch,  Portraits  russes,  vol.  2,  no.  54. 

5.  Mireille  Rambaud,  Documents  du  minutier  central  concernant 
Vhistoire  de  Vart  (1700-1750),  vol.  2  (Paris,  1971)  p.  1079  (inven- 
tory taken  at  death  of  Jean  Jacques  Jans,  April  24, 173 1). 

6.  T.  T.  Korshunova,  Russkie  shpalery:  Peterburskata  shpalernaia 
manufaktura  (Russian  Tapestry:  Petersbourg  Tapestry  Factory) 
(Leningrad,  1975)  pis.  69, 70. 

7.  Wilhelm  von  Bode,  Die  Sammlung  Oscar  Hainauer  (Berlin,  1897) 
p.  134,  no.  457. 

8.  A.  A.  Polovtsoff  and  V.  E.  Chambers,  "A  Tapestry  Portrait  of 
Princess  Dashkoff,"  Burlington  Magazine  34  (1919)  pp.  243-46, 
illus. 


fig.  96.  Elizabeth  Romanovna  Vorontsova,  by  an  unknown  artist. 

Painting  formerly  owned  by  Countess  E.  Vorontsova- 
Dashkova.  From  a  reproduction  in  Portraits  russes  des 
XVIIF  et  XIXe  siecles,  by  Grand  Duke  Nicolas  Mikhailo- 
witch, Saint  Petersburg,  1906.  MMA,  Thomas  J.  Watson 
Library. 
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151  Copies  of  old-master  paintings 


a  Hannah  and  the  Infant  Samuel 

b  Dr.  Lazarus  Markijzus 

c  Anthony  van  Dyck,  Self -Portrait 

d  Seated  Woman 

e  Woman  with  a  Mirror 

f  Young  Woman  with  a  Pink 

g  Jan  Malderus,  Bishop  of  Antwerp 

h  Old  Woman  with  a  Book 

i  Man  with  a  Lute 

)  Girl  Playing  a  Recorder 

k  A  Polish  Nobleman 

1  Old  Woman 

Russian  (Saint  Petersburg),  late  eighteenth  century. 
Wool  and  metal  thread. 
151a  4  ft.  8  in.  x  3  ft.  7  in.  (1.42  mx  1.09  m); 
151b  4  ft.  x  3  ft.  7  in.  (1.22  m  x  1.09  m); 
151c  4  ft.  2  in.  x  3  ft.  6  in.  (1.27  mx  1.07  m); 
i5id  3  ft.  7  in.  x  3  ft.  10  in.  (1.09  mx  1.17m); 
15 ie  3  ft.  5  in.  x  3  ft.  9  in.  (1.04  mx  1.14  m); 
i5if  4  ft.  1  in.  x  3  ft.  7  in.  (1.24  mx  1.09  m); 
i5ig  4  ft.  3  in.  x  3  ft.  7  in.  (1.3  mx  1.09  m); 
i5ih  4  ft.  10  in.  x  3  ft.  9  in.  (1.47  mx  1.14  m); 
i5ii  4  ft.  x  2  ft.  10  in.  (1.22  mx  86  cm); 
151)  4  ft.  x  2  ft.  11  in.  (1.22  mx  89  cm); 
151k  4  ft.  1  in.  x  3  ft.  2  in.  (1.24  m  x  97  cm); 
151I  4  ft.  x  2  ft.  11  in.  (1.22  mx  89  cm). 
20-25  warps  per  inch,  8-10  per  centimeter. 
Gift  of  Julia  A.  Berwind,  1953  (53.225.12-23). 

DESCRIPTION 

Each  piece  has  a  separately  woven  border  in  yellow- 
gold,  tan,  and  cream,  with  metal  thread,  inscribed  at  the 
top  with  the  name  of  an  artist  in  Russian. 

CONDITION 

The  metal  thread  has  blackened. 

SOURCE  OF  THE  DESIGNS 

All  the  paintings  that  have  been  identified  as  the  models 
for  these  tapestries  were  acquired  by  Empress  Catherine  II 


of  Russia  (1729-1796),  most  of  them  in  1772.  The  com- 
positions of  the  tapestries  are  not  reversed. 

MANUFACTURE  AND  DATE 

The  Imperial  Manufactory  at  Saint  Petersburg  made 
over  a  hundred  copies  of  old-master  paintings,  mostly 
now  in  the  Hermitage  Museum,  in  the  last  third  of  the 
eighteenth  century.1 

RELATED  TAPESTRIES 

Tapestry  copies  of  paintings  with  similar  borders  and 
the  artists'  names  in  Russian  include  Pancakes  after  Jan 
Miel,  the  Repentant  Magdalen  and  the  Young  John  the 
Baptist  after  Pompeo  Battoni,  Venus  and  Juno  after  Carle 
van  Loo,  and  Shepherd  and  Shepherdess  after  Diaz 
Brandi,  all  in  the  Swedish  National  Collection,  Stock- 
holm.2 A  Finding  of  Moses  after  Le  Sueur  and  a  Saint  John 
the  Evangelist  after  Barbieri  were  in  the  E.  B.  Schley  sale, 
Parke-Bernet,  New  York,  November  7, 8, 1947  (nos.  385, 
386,  one  illus.),  and  are  now  in  the  Wadsworth  Athe- 
neum,  Hartford.  Still  lifes  of  game  and  dogs  with  the  same 
borders,  but  without  artists'  names,  were  on  the  Paris  art 
market  in  1934.3 

HISTORY 

In  the  E.  J.  Berwind  collection,  1925. 

Given  to  the  MMA  by  Julia  A.  Berwind,  1953. 

PUBLICATION 

Hunter.  Practical  Book  of  Tapestries,  p.  227,  pis.  xvi,e  and  ea 
[i5ig,  a].  Said  to  be  in  the  collection  of  Mr.  E.  J.  Berwind. 


151a  Hannah  and  the  Infant  Samuel 

DESCRIPTION 

Hannah  has  a  dark  brown  head  covering  and  a  deep  red 
dress  with  white  drapery  over  her  breast.  The  fair-haired 
Samuel  is  in  green  and  brown.  The  background  is  in 
shades  of  brown.  In  the  upper  border  is  the  inscription  in 
Russian:  rembrandt. 
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151a 

CONDITION 

Repaired  areas  are  visible  on  the  white  part  of  Hannah's 
costume  and  in  the  background. 

SOURCE  OF  THE  DESIGN 

The  painting  (now  called  school  of  Rembrandt)  was 
acquired  by  Catherine  II  in  1772,  and  is  now  in  the  Hermi- 
tage.4 

151b  Dr.  Lazarus  Markijzus 

DESCRIPTION 

Dr.  Markijzus  is  dressed  in  dark  red-brown  and  green, 


151b 


with  collar  and  cuffs.  His  chair  is  light  brown  with  red 
upholstery.  The  background  is  gray  and  brown,  with  red 
at  the  far  left.  In  the  upper  border  is  the  inscription  in 
Russian:  van  dyck. 

CONDITION 

There  are  repaired  areas  in  the  background,  especially 
on  the  left,  and  on  the  forehead  of  the  figure. 

SOURCE  OF  THE  DESIGN 

The  painting  by  van  Dyck  was  acquired  by  Catherine  II 
in  1772  and  is  in  the  Hermitage.5 
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151c  Anthony  van  Dyck,  Self-Portrait 


15 Id  Seated  Woman 


DESCRIPTION 

Van  Dyck  has  light  red-brown  hair  and  is  dressed  in 
shades  of  brown.  The  background  is  brown  with  some 
blue  and  gray-green  tones.  In  the  upper  border  is  the  in- 
scription in  Russian:  van  dyck. 

CONDITION 

There  are  areas  of  repair  on  the  chin  and  right  hand,  as 
well  as  in  the  background. 

SOURCE  OF  THE  DESIGN 

The  painting  by  van  Dyck  was  acquired  by  Catherine  II 
in  1772  and  is  in  the  Hermitage.6 


DESCRIPTION 

The  woman  is  dressed  in  light  brown,  with  a  dark 
brown  head  covering.  Her  chair  has  red  upholstery.  The 
background  is  in  shades  of  brown.  In  the  upper  border  is 
the  inscription  in  Russian:  j.  b.  santerre. 

CONDITION 

There  are  repaired  areas  on  the  right  side  of  the  head 
and  in  the  upper  right  background. 

SOURCE  OF  THE  DESIGN 

The  painting  by  Jean  Baptiste  Santerre  was  acquired  by 
Catherine  II  in  1772  and  is  in  the  Hermitage.7 
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1 5 1  e  Woman  with  a  Mirror 


15  If  Young  Woman  with  a  Pink 


DESCRIPTION 

The  woman  has  a  brown  dress  with  a  cream-colored 
shawl  over  her  head.  The  flowers  in  her  hair  and  on  her 
bodice  are  yellow,  red,  pink,  blue,  white,  and  lavender. 
The  background  is  in  tones  of  brown.  In  the  upper  border 
is  the  inscription  in  Russian:  N.  lancret. 


CONDITION 

There  are  repaired  areas  in  the  upper  left  background. 

SOURCE  OF  THE  DESIGN 

No  such  painting  by  Nicolas  Lancret  has  been  identified 
and  none  is  known  to  be  in  the  Hermitage  under  another 
name. 


DESCRIPTION 

The  young  woman  wears  a  dress  in  shades  of  brown, 
with  a  red  lining  visible  at  the  wrists.  Her  cap,  cuffs,  and 
collar  are  light  cream.  She  holds  a  red  flower.  The  chair  in 
the  background  on  the  right  has  red  upholstery  with  a 
brown  cushion.  In  the  upper  border  is  the  inscription  in 
Russian:  van  dyck. 


CONDITION 

There  are  areas  of  repair  on  the  cap,  collar,  and  cuffs. 


SOURCE  OF  THE  DESIGN 

The  painting  by  Rembrandt  (not  van  Dyck)  was  ac- 
quired by  Catherine  II  in  1772  and  is  in  the  Hermitage.8 
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15 lg  Jan  Malderus,  Bishop  of 
Antwerp 

DESCRIPTION 

The  bishop  wears  a  black  biretta,  gray-brown  cape,  and 
cream-colored  robe.  His  ring  has  a  blue  stone.  The  chair  is 
upholstered  in  red;  the  studs  are  in  metal  thread.  The 
background  is  in  shades  of  brown.  In  the  upper  border  is 
the  inscription  in  Russian:  van  dyck. 

condition 
There  are  areas  of  repair  on  the  gown. 

SOURCE  OF  THE  DESIGN 

The  painting,  a  contemporary  copy  of  van  Dyck,  was 
acquired  by  Catherine  II  in  1772,  and  is  in  the  Hermitage. 
The  original  is  in  the  Museum  of  Fine  Arts,  Antwerp.9 


15  lh  Old  Woman  with  a  Book 

DESCRIPTION 

The  old  woman  wears  a  cream-colored  head  covering 
and  blouse,  and  a  brown  dress  with  red  on  the  sleeves;  her 
skirt  is  dark  green  and  brown.  The  book  is  tan,  the  back- 
ground is  in  shades  of  brown.  In  the  upper  border  is  the 
inscription  in  Russian:  rembrandt. 

condition 

Small  areas  of  repair  are  visible. 

source  of  the  design 

The  painting  by  Rembrandt  was  acquired  by  Catherine 
II  in  1772  and  is  in  the  Hermitage.10 
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151i  Man  with  a  Lute 

DESCRIPTION 

The  man  is  dressed  in  dark  green,  with  a  brown  cloak, 
cream-colored  and  yellow  scarf,  and  a  brown  hat;  red  is 
used  in  the  shadows  around  the  neck  and  on  the  garments. 
The  lute  and  the  background  are  in  shades  of  brown.  In 
the  upper  border  is  the  inscription  in  Russian:  gerard 

HONTHORST. 
CONDITION 

Some  small  areas  of  repair  are  visible. 

SOURCE  OF  THE  DESIGN 

The  painting,  now  attributed  to  an  unknown  seven- 
teenth-century Dutch  artist,  is  on  exhibition  at  Peterhof. 11 


1 5 1  j  Girl  Playing  a  Recorder 

DESCRIPTION 

The  girl  has  light  brown  hair,  shaded  in  black,  and 
wears  a  cream-colored  dress,  with  fur  in  shades  of  brown. 
A  wreath  of  green  ivy  encircles  her  brown  hat.  The  re- 
corder is  in  yellow  and  brown,  the  chair  has  light  peach- 
colored  upholstery.  The  background  is  in  shades  of  brown, 
blue,  and  green.  In  the  upper  border  is  the  inscription  in 
Russian:  j.  lievens. 

condition 

There  are  small  repaired  areas  on  the  face  and  skirt  and 
in  the  background. 

SOURCE  OF  THE  DESIGN 

The  painting  is  on  exhibition  at  Peterhof. 
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151k  A  Polish  Nobleman 

DESCRIPTION 

The  man  has  a  deep  red  garment,  with  light  yellow-gray 
showing  at  the  cuff,  and  brown  fur.  His  hat  is  brown.  The 
chains  and  the  tip  of  the  cane  are  yellow  with  some  metal 
thread.  The  background  is  in  shades  of  brown.  In  the 
upper  border  is  the  inscription  in  Russian:  rembrandt. 

CONDITION 

Some  small  areas  of  repair  are  visible.  The  fur  areas 
have  suffered  some  loss  of  dark  brown  wefts,  leaving  ex- 
posed warp  threads. 


SOURCE  OF  THE  DESIGN 

The  painting  by  Rembrandt  was  acquired  by  Catherine 
II  and  remained  in  the  Hermitage  until  1930.  It  is  now  in 
the  National  Gallery  of  Art,  Washington.12 

RELATED  TAPESTRIES 

Another  example  is  in  the  Hermitage.13 

1511  Old  Woman 

DESCRIPTION 

The  woman  has  a  crimson  head  covering  lined  with 
yellow  and  white,  a  dark  brown  cloak  over  a  light  brown 
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and  gray  dress,  and  red  cuffs.  Her  yellow  ring  has  a  green 
stone.  The  background  is  in  shades  of  brown  and  dull 
green.  In  the  upper  border  is  the  inscription  in  Russian: 

REMBRANDT. 
CONDITION 

Small  areas  of  repair  are  visible. 

SOURCE  OF  THE  DESIGN 

The  painting  by  Rembrandt  was  acquired  by  Catherine 
II  in  1779  and  is  in  the  Hermitage.14 

NOTES 

1.  Gobel,  Wandteppiche  III,  vol.  2,  p.  243. 

2.  John  Bottiger,  Svenska  Statens  Samling  af  Vafda  Tapeter  (Stock- 
holm, 1898)  vol.  3,  pp.  62,  63,  pis.  LXIX-LXXII. 


3 .  Gobel,  Wandteppiche  III,  vol.  2,  pis.  200b,  c. 

4.  Nicolas  Wrangell,  Les  Chefs-d'oeuvre  de  la  Galerie  de  Tableaux  de 
I'Ermitage  Imperial  a  St-Petersbourg  (Munich,  n.d.)  pi.  116. 

5.  Katalog  zhivopisi  (Catalogue  of  Paintings),  Hermitage  Museum 
(Leningrad,  1958)  vol.  2,  fig.  49. 

6.  Katalog,  Hermitage,  vol.  2,  fig.  50. 

7.  Katalog,  Hermitage,  vol.  1,  fig.  z66. 

8.  A.  Somof,  Catalogue  de  la  Galerie  des  Tableaux  (Saint  Petersburg, 
1 901)  vol.  2,  no.  819;  A.  Bredius,  Rembrandt  Gemalde  (Vienna, 
1935)  %•  390- 

9.  Somof,  Catalogue,  vol.  2,  no.  638;  Max  Rooses,  Fifty  Masterpieces 
of  Anthony  van  Dyck,  trans.  Fanny  Knowles  (London,  1900)  pi. 
facing  p.  24. 

10.  Wrangell,  Chefs-d'oeuvre,  pi.  128. 

1 1 .  Information  from  Dr.  Tamara  T.  Korshunova. 

12.  Wrangell,  Chefs-d'oeuvre,  pi.  111. 

13.  T.  T.  Korshunova,  Russkie  shpalery:  Peterburskata  shpalernaia 
manufaktura  (Russian  Tapestry:  Petersbourg  Tapestry  Factory) 
(Leningrad,  1975)  pi.  152. 

14.  Wrangell,  Chefs-d'oeuvre,  pi.  123. 
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152  Scenes  from  the  Story  of  Galceran  de  Pinos 

Two  embroidered  hangings  from  a  set 


a  The  Ransom  for  Galceran  de  Finos  Put  on 
Board  Ship  at  Salou  near  Tarragona 

b  Galceran  de  Pinos  Preventing  the  Shipment  of 
the  Ransom 

Spanish  (Catalan);  made  probably  for  the  fourth  duke  of 
Hi  jar  and  his  wife,  in  the  late  sixteenth  or  early  seven- 
teenth century.1 

Wool,  silk,  and  metal  thread  on  canvas. 

Embroidered  in  tent  stitch  (petit  point);  details  in  silver  and 
silver-gilt  thread  in  plaited  Gobelin  stitch,  couched  in  bas- 
ket-weave pattern,  or  over  padding. 

152a  11  ft.  3  in.  x  8  ft.  5  in.  (3.43  m  x  2.57  m); 

152b  10  ft.  10  in.  x  10  ft.  11  in.  (3.30  mx  3.33  m). 

About  400  stitches  per  square  inch,  81  per  square  centi- 
meter. 

Gift  of  Charles  Zadock,  1947  (47.72.  [152a] )  and  1948 
(48.1  [152b]). 


DESCRIPTION 

Each  piece  has  an  extra  band  above  the  upper  border. 
Below  this,  in  the  upper  right  and  lower  left  corners,  are 
half-length  figures  of  Judith.  She  has  dull  orange  or  pale 
yellow  hair  and  wears  a  close-fitting  cap  of  nearly  the  same 
color,  with  silver-gilt  and  pink  ornaments,  outlined  in 
dark  green.  Her  collar  is  pink  and  blue  and  her  necklaces 
silver  and  silver  gilt.  Her  dress  is  pink  or  dull  red,  pale 
brown,  and  tan,  with  much  silver-gilt  embroidery.  She 
holds  a  silver  sword  in  her  right  hand  (entirely  replaced  in 
the  lower  left  corner  of  152a)  and  with  her  left  supports  a 
striped  bag  in  dull  red,  pale  brown,  and  tan;  the  severed 
head  of  Holofernes,  with  a  large,  curled  tan  moustache, 
protrudes  from  it.  In  1 52a  the  cut  across  his  neck  has  dull 
red  markings.  Behind  Judith  is  a  landscape  with  a  blue  and 
pale  tan  sky,  hills,  and  fields,  with  the  city  of  Bethulia  on 
the  left  and  Holofernes's  tent  on  the  right  in  shades  of 
brown,  gray,  dull  yellow,  and  tan.  The  buildings  and  other 
details  are  different  in  all  four  representations;  in  the 
lower  left  corner  of  152b,  the  buildings  are  battlemented, 
with  a  flag  flying  from  a  tower  and  spiral  clouds  above;  in 
the  upper  right  corner  is  a  single  large  structure  with  a  flag 


on  the  left,  and  the  tent  also  has  a  banner.  In  the  lower 
right  and  upper  left  corners  is  a  Guardian  Angel  with  dull 
yellow  or  orange  hair  and  red,  yellow,  blue,  pale  brown, 
and  tan  wings,  the  edges  nearest  the  head  outlined  in 
silver-gilt  thread.  He  wears  a  dull  pink,  pale  brown,  blue, 
and  pale  gray  costume  ornamented  in  silver-gilt  thread, 
and  blue  and  pale  tan  leggings,  with  gold,  that  leave  the 
toes  bare.  He  embraces  a  small  child  with  orange  hair  in  a 
pale  tan  and  brown  dress  and  bare  legs  and  points  to  a  red 
and  pale  tan  star,  variously  rendered.  In  the  center  of  the 
upper  border  is  a  coat  of  arms  surmounted  by  a  coronet, 
with  (on  152a)  a  bat  above  it,  in  shades  of  pale  pink, 
green,  gray,  and  tan.  The  arms  are  interpreted  as: 

1 .  Per  pale,  paly  of  eight,  or  and  gules  ( Aragon) ;  gules,  a 
chain  or  (Navarre).  Combined,  Hijar. 

2.  Argent,  three  pinecones  proper.  Pinos. 

3.  Per  pale,  a  bull  rampant  or  (unidentified);  quarterly 
en  sautoir,  Aragon  and  France.  Prades. 

4.  Argent,  a  mound  with  3  sprigs  of  fennel  proper. 
Fenollet.2 

The  shields  are  bordered  by  large  green  and  yellow 
leaves  on  three  sides  with  white  and  gray  lilies  flanking 
them.  The  remaining  spaces  on  the  borders  are  filled  with 
green,  blue,  and  yellow  leaves,  with  flowers  and  fruit  in 
shades  of  white,  gray,  red,  yellow,  pale  brown,  tan,  and 
blue;  lilies,  roses,  daffodils,  grapes,  pomegranates,  and 
pinecones  can  be  distinguished.  The  ground  is  silver-gilt 
thread  in  basketwork  design.  Inside  and  outside  the  main 
borders  are  narrow  bands  of  red,  pale  brown,  tan,  gray, 
and  silver-gilt  thread.  The  band  above  the  upper  border 
has,  in  each  corner,  a  bat  in  gray  and  pale  brown  or  dull 
pink,  in  an  elaborate  cartouche.  In  the  center  is  an  oblong 
in  shades  of  blue  with  an  inscription  in  Catalan  in  metal 
thread.  The  remaining  spaces  are  filled  with  leaves  and 
flowers  like  those  of  the  main  borders.  The  blue  guards  are 
modern. 

In  the  central  scenes,  the  figures  are  outlined  in  dull  red, 
brown,  dark  blue,  orange,  and  tan.  All  the  flesh  tones  are 
pale  gray.  Metal  thread  is  lavishly  used  as  embroidery  on 
costumes  and  for  many  details. 
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CONDITION 

Both  pieces  are  extensively  repaired.  The  gilt  has  largely 
worn  off  the  metal  thread  and  the  silver  has  tarnished. 

SUBJECT 

Ten  pieces  of  the  set,  including  152,  illustrate  the  story 
of  the  twelfth-century  nobleman  Galceran  de  Pinos;  he 
was  captured  fighting  against  the  Moors  during  the  con- 
quest of  Granada,  but  was  freed  by  Saint  Stephen  and 
returned  home  in  time  to  prevent  the  shipment  of  the 
ransom  his  father  had  collected  for  him.  The  subjects  are: 

1.  Galceran  receiving  a  baton  as  admiral  of  the  Catalan 
fleet  from  Raymond  Berenger,  Count  of  Barcelona,  before 
the  conquest  of  Almeria  in  1 148. 

2.  Galceran  winning  the  battle  of  Almeria. 

3.  The  combat  between  Galceran  and  Aben  Gumada, 
emir  of  Granada. 

4.  The  Moors  taking  Galceran  prisoner. 

5.  Envoys  from  Galceran's  father  agreeing  to  pay  the 
emir  of  Granada  the  huge  ransom  he  demands  (100 
maidens,  100  white  horses,  100  milch  cows,  100  pieces  of 
silk,  and  100  gold  doubloons). 

6.  152a. 

7.  Saint  Stephen  and  Saint  Saturninus,  first  bishop  of 
Toulouse,  freeing  Galceran  and  his  companion,  Sacerni  de 
Suil. 

8.  The  saints  taking  the  prisoners  in  a  boat  without 
mast  or  sails  to  Salou,  seven  and  a  half  miles  southwest  of 
Tarragona,  where  the  ransom  has  been  assembled. 

9.  152b. 

10.  Galceran  bidding  farewell  to  his  father  as  he  leaves 
to  fulfill  his  vow  to  give  thanks  to  Saint  Stephen  in  the 
church  dedicated  to  the  saint  at  Vaga. 

To  these  must  be  added  a  Martyrdom  of  Saint  Stephen 
with  a  border  of  the  same  type,  but  lacking  the  corner 
figures,  and  with  the  coat  of  arms  in  the  lower  center. 

The  Guardian  Angel  with  a  child,  pointing  to  star,  is 
frequently  found  from  late  in  the  sixteenth  century.3  All 
the  identified  arms  are  those  of  Catalan  families.  A  bat  is 
often  used  as  a  badge  in  the  south  of  Spain,  as,  according 
to  a  legend,  one  rested  on  the  helmet  of  King  Jaime  I 
during  the  conquest  of  Valencia.4 


MANUFACTURE  AND  DATE 

As  the  inscriptions  are  in  Catalan,  it  can  be  assumed 
that  the  set  was  designed  and  made  in  Catalonia.  The  date 
can  be  determined  from  the  coat  of  arms,  which  is  that  of  a 
duke  of  Hijar  married  to  a  Pinos.  Cristobal  Fernandez  de 
Hi  jar  y  Fernandez  de  Heredia  married  as  his  second  wife 
Francisca  de  Pinos  y  Castro;  her  father  was  Pinos  Castro  y 
Fenollet,  accounting  for  the  Fenollet  arms  shown  with 
those  of  Pinos.  He  became  the  fourth  duke  of  Hijar  in 
1594  and  a  grandee  of  Spain  in  16 14;  she  was  a  widow  in 
1660.  A  date  of  about  1600  is,  however,  too  late  for  the 
costumes;  these,  especially  the  very  fashionably  dressed 
Galceran  in  number  1  of  the  set,  are  from  the  1 5  80s  at  the 
latest.  The  designs  may  well  be  earlier  than  the  execution 
of  the  panels. 

It  is  noticeable  that  the  hero  of  the  story,  Galceran  de 
Pinos,  does  not  appear  on  152a  nor  on  number  5  of  the 
set,  and  he  is  shown  as  a  small  distant  figure  in  152b  and 
number  8  of  the  set.  His  vassals,  on  the  other  hand,  are 
conspicuous  in  these  pieces  and  are  mentioned  in  both 
inscriptions  of  this  entry;  in  152a  they  are  described  as 
those  of  the  barony  of  Vaga.  Vaga  is  mentioned  again  in 
the  inscription  of  number  10.  This  is  the  village  now  called 
Baga  in  the  province  of  Barcelona,  whose  church  is  dedi- 
cated to  Saint  Stephen.  Possibly  the  set  of  embroideries 
was  commissioned,  or  made,  by  the  inhabitants  of  Vaga, 
either  for  their  church  or  for  presentation  to  the  duke  and 
duchess  of  Hijar,  perhaps  at  the  time  of  their  marriage. 


RELATED  HANGINGS 

Six  pieces  of  the  same  set  were  in  the  Dreyfus  de 
Gonzales  sale,  Galerie  Georges  Petit,  Paris,  June  1—4, 
1896  (nos.  279,  284,  all  illus.).  They  are  numbers  1,  2,  5, 
7,  8,  and  10  of  the  subjects.  The  borders  are  basically 
similar  to  those  of  1 5  2,  but  have  considerable  variations  in 
detail,  especially  the  landscapes  behind  the  figures  of 
Judith.  On  number  1,  the  band  with  the  inscription  is  at 
the  bottom.  All  the  flowers  are  different  in  every  border. 
Numbers  3  and  4  were  with  1 5  2  in  the  A.  Clement-Bayard 
sale,  Galerie  Jean  Charpentier,  June  22, 1937  (nos.  13,15, 
illus.),  as  well  as  a  Martyrdom  of  Saint  Stephen  (no.  16, 
illus.);  this,  though  smaller  and  without  figures  in  the 
floral  borders,  has  the  same  coat  of  arms  and  style.  Num- 
bers 3  and  4  and  the  Martyrdom  are  shown  without  the 
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band  containing  the  inscriptions  at  the  top,  but  152b  is 
illustrated  as  in  the  same  condition;  since  the  band  on  this 
piece  was  found  folded  back  when  the  embroidery  was 
acquired,  it  is  possible  that  the  other  pieces  in  the 
Clement-Bayard  sale  had  been  similarly  treated.  Number 

4  and  the  Martyrdom  were  in  a  private  collection  in 
Buenos  Aires  in  1 9395s  the  Martyrdom  was  still  there  in 
1984.  A  modern  embroidered  copy  of  number  3,  the  de- 
sign enlarged  at  both  sides  to  make  a  horizontal  panel,  was 
sold  at  Sotheby  Parke  Bernet,  New  York,  October  27, 
1973  (no.  359,  illus.). 

HISTORY 

5  . . .  sale,  Paris,  December  7, 1906.  Acquired  by  the  Paris  dealer 
Romeuf. 

Adolphe  Clement-Bayard  sale,  Galerie  Jean  Charpentier,  Paris, 
June  22,  1937,  nos.  12  [152b],  14  [152a],  both  illus.  Called 
Flemish,  end  of  the  sixteenth  century. 

Given  to  the  MMA  by  Charles  Zadock,  1947, 1948. 

EXHIBITION 

Paris,  Petit  Palais,  1965.  Trois  Millenaries  d'art  et  de  marine, 
cat.  no.  168,  illus.  [152a]. 

PUBLICATIONS 

Miret  y  Sans,  Joaquin.  "Tapicerias  del  siglo  XVI  con  episodios 
del  cautiverio  de  Galceran  de  Pinos,  en  el  ano  1147"  (in 
Catalan).  Revista  de  la  Asociacion  Artistico-Arqueologica 
Barcelonesa  14  (1910)  pp.  336—38.  Description  of  the  five 
tapestries  in  the  S  . . .  sale  (1 52a  and  b  with  nos.  3  and  4  of  the 
set  and  the  Martyrdom  of  Saint  Stephen),  said  to  have  been 
bought  by  Romeuf  and  sold  by  him  to  an  unknown  purchaser. 
Subject  of  the  set  identified;  said  to  have  been  made  for  a 
member  of  the  Pinos  family  in  the  sixteenth  century,  perhaps 
for  the  parish  church  at  Baga. 

"Recent  Accessions  of  European  Decorative  Arts."  MMA  Bul- 
letin, n.s.  6  (1947-48)  p.  231,  illus.  [152a].  Called  Galceran 
de  Pinos  embarking  for  Granada,  Spanish,  late  sixteenth  cen- 
tury. 

MMA  Annual  Report  1947.  In  MMA  Bulletin,  n.s.  7  (1948-49) 

p.  18.  Both  pieces  mentioned,  152a  as  gift,  152b  as  loan. 
MMA  Annual  Report  1948,  In  MMA  Bulletin,  n.s.  8  (1949-50) 

p.  30. 1 52b  mentioned  as  gift,  called  Galceran  de  Pinos  on  the 

beach  at  Tarragona. 
Wilson,  Erica.  Erica  Wilson's  Embroidery  Book.  New  York, 

1973,  illus.  (detail  of  152b). 


152a  The  Ransom  for  Galceran  de 

Pinos  Put  on  Board  Ship  at  Salou 
near  Tarragona 

DESCRIPTION 

A  boat  in  shades  of  brown,  dull  red,  and  tan  is  being 
loaded  by  six  men.  On  the  far  right,  a  seated  man  with  fair 
hair  and  beard  holds  a  pale  tan  and  brown  pole;  his  cos- 
tume is  dark  blue,  dull  red,  pale  gray,  and  pale  tan.  Next  to 
him,  a  man  leans  over  the  side  holding  the  end  of  a  pale 
brown  and  tan  rope;  he  is  dressed  in  the  same  colors  with 
metal-thread  embroidery  in  high  relief.  The  head  of  a  man 
in  a  dull  yellow  and  brown  cap  is  seen  behind  him;  he 
stretches  out  an  arm  to  take  a  pale  tan  and  gray  sack  from 
the  shoulders  of  a  bare-legged  man  in  dark  blue  and  pale 
tan,  with  high-relief  metal-thread  embroidery,  standing  in 
the  water  beside  the  boat.  To  the  left,  a  stooping  man  has  a 
brown  and  pale  tan  cap,  and  a  pale  brown,  tan,  gray  and 
blue  costume.  Behind  him,  a  man  seen  from  the  back  holds 
a  pale  brown  pole;  he  is  dressed  in  dull  red,  pale  brown, 
and  pale  tan.  Two  men  on  the  far  left  are  engaged  in  lifting 
a  gray,  brown,  and  tan  coffer  with  a  curved  lid  onto  the 
boat.  The  man  in  the  boat  is  dressed  in  dull  yellow,  dull 
red,  and  tan;  the  one  on  land  is  in  shades  of  blue. 

Behind  the  group  on  the  right  are  three  ships  in  dull 
yellow  and  white;  the  sails  are  white  and  gray,  the  masts, 
banners,  and  other  details  in  metal  thread.  The  nearest 
ship  has  six  protruding  white  cannon.  The  background 
landscape  on  the  left  includes  a  large  tree  with  a  green  and 
yellow  trunk,  and  green,  yellow,  and  blue  leaves;  it  bears 
bunches  of  green,  yellow,  and  blue  grapes.  Behind  it  are 
fields  and  hills  in  shades  of  green,  yellow,  and  pale  tan, 
with  trees  and  plants;  there  are  two  small  figures  in  the 
middle  distance.  The  sky  is  dark  blue  at  the  top  with 
stripes  of  pale  blues  and  grays.  The  sea  is  in  shades  of  blue 
and  pale  gray.  In  the  lower  corners  are  pieces  of  land  in 
shades  of  green,  brown,  gray,  yellow,  and  tan,  with  flow- 
ering plants;  one  on  the  right  is  a  strawberry,  with  white 
and  pale  pink  flowers  and  fruit. 

The  inscription  on  the  band  above  the  upper  border 
reads: 
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QUANT  LOS  VASSALS  DE  LA  VARONE  /  DE  VACA  PORTARE  LO 
RESCAT  PER  A  TRAU  /  RER  DE  CAPTIVERI  AL  NOBLE  D. 
GALCERA  /  GALCERA  DE  PINOS  SON  SENIOR  Y  LEBAR  /  CABN 
EN  TARRAGONA  AL  PORT  DE  SALOU 

(How  the  vassals  of  the  barony  of  Baga  carried  the  ransom 
to  deliver  from  captivity  the  noble  Don  Galceran  Galceran 
de  Pinos  their  lord  and  loaded  it  on  the  ship  in  Tarragona  at 
the  harbor  of  Salou). 

CONDITION 

Substantial  areas  in  the  costumes  and  landscapes  have 
been  replaced.  The  band  with  the  inscription,  turned  un- 
der when  the  piece  was  received,  is  in  markedly  better 
condition  than  the  similar  section  of  152b. 


152b  Galceran  de  Finds  Preventing 
the  Shipment  of  the  Ransom 

DESCRIPTION 

In  the  left  center  are  eight  of  the  hundred  maidens  about 
to  be  shipped  as  ransom  for  Galceran  de  Pinos,  with  three 
men,  presumably  their  fathers  or  brothers.  All  the  figures 
have  pale  orange  hair  or  head  coverings.  The  man  on  the 
far  left  has  a  small  white  ruff,  and  a  strong,  bright  blue 
costume,  with  much  metal  thread;  the  hilt  of  his  sword  is 
visible.  Behind  him  is  a  man  in  gray  and  tan.  The  maiden 
next  to  them  in  the  foreground  has  a  dull  yellow,  pale 


Detail  of  152a 
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brown,  and  tan  dress,  embroidered  with  S-shaped  orna- 
ments in  metal  thread  in  high  relief,  white  sleeves  deco- 
rated in  blue,  and  blue  shoes.  The  head  of  a  woman  in  a 
bright  blue  dress  is  visible  behind  her,  with  another 
maiden,  seen  in  full  length,  wearing  a  striped  dress  in  two 
shades  of  blue  and  metal  thread.  A  woman  seen  from  the 
back  has  pulled  up  her  tan  dress  with  gold  embroidery  in 
high  relief  to  show  the  blue  lining  and  her  patterned  red 
and  dull  yellow  petticoat;  she  has  gray  shoes  and  holds  a 
pale  gray  bundle  under  her  arm.  The  heads  of  two 
maidens  are  seen  above  her  and  there  are  two  more,  wear- 
ing necklaces,  on  the  right.  A  man  stands  on  the  right  of 
the  group;  his  costume  is  pink,  tan,  and  dull  yellow,  with 
details  in  red  and  blue  and  much  high-relief  gold  embroi- 
dery. His  shoes  are  white,  ornamented  with  pale  pink 
circles;  the  shadows  by  his  feet  are  in  very  dark  blue. 

In  the  middle  distance  on  the  right,  Galceran  and  his 
companion  are  walking  away  from  the  shoreline;  one  is  in 
red,  the  other  in  blue.  They  greet  three  men  with  dark 
brown  hats,  dressed  in  gray,  dull  yellow,  blue,  and  tan.  In 
the  foreground,  below  them,  are  two  boys  with  long  poles, 
in  the  same  colors.  Most  of  these  small  figures  have  dark 
blue  shadows  at  their  feet.  Above  the  maidens  are  some  of 
the  cattle  about  to  be  shipped  as  part  of  the  ransom;  they 
are  gray,  dull  yellow,  tan,  and  red.  A  herdsman  in  a  striped 
blue  and  tan  costume,  holding  a  pole,  stands  at  the  far  left, 
and  another,  in  white  ornamented  in  brown,  is  on  the 
right. 

Farther  to  the  right  is  the  walled  city  of  Tarragona  in 
gray,  white,  and  dull  yellow;  many  of  the  house  roofs  are 
red,  but  that  of  the  tallest  tower  is  blue  (see  detail).  An 
isolated  gray  tower  stands  at  the  shoreline.  The  sea  is  in 
shades  of  blue,  with  ships  in  pale  brown,  gray,  tan,  dull 
red,  and  metal  threads.  The  two  nearest  have  oars  and 
furled  sails.  A  man  is  visible  in  a  rowboat  between  two  of 
the  more  distant  ships.  The  sky  is  blue  above,  white  and 
gray  below.  A  pale  yellow  comet  with  a  long  tail  is  seen 
over  the  city  and  a  flying  blue  bird  on  the  far  right.  Pale 
yellow  and  green  trees,  some  with  fruit,  rise  above  the 
cattle.  The  coastline  is  edged  in  green,  with  pale  green 
plants;  beside  the  two  boys  with  poles  are  some  seashells. 
In  the  lower  left  are  two  coffers  in  tan,  gray,  pale  brown, 
and  metal  thread,  with,  beside  them,  a  corded  bundle  in 
the  same  colors.  The  landscape  background  is  in  shades  of 
green,  dull  yellow,  tan,  and  gray,  with  many  flowering 
plants,  some  red  and  yellow,  small  trees,  and  rocks.  A 


strawberry  plant  can  be  seen  just  below  the  city  and  in  the 
center  foreground  is  a  blue  and  white  iris. 

The  inscription  in  the  band  above  the  upper  border 
reads: 

qvAt  lo  noble  d.  galcerA  galcerA  de  pinos  despres  q 
lo  glorioso  sat  /  lo  dexa  ab  la  plaja  de  tarragona 
prop  lo  port  de  salou  a  la  vista  de  la  cv  /  tat 
conegve  sos  vassalls  q  estaba  ab  los  q  se  anaba 
ebarcat  ys  des  /  peda  de  sas  fillas  ils  digve:  yo  so  lo 
fill  de  vostro  senior  y  axi  /  aqst  rescat  no  se  ebarc 
q  lo  glorioso  sat  me  a  portat  assi  y  axi  ho  fere 
(How  the  noble  Don  Galceran  Galceran  de  Pinos,  after  the 
glorious  saint  left  him  on  the  beach  of  Tarragona  near  the 
harbor  of  Salou  in  view  of  the  city,  recognized  his  vassals, 
who  had  gone  to  put  the  maidens  on  board  and  to  take 
leave  of  them,  and  said  to  them,  "I  am  the  son  of  your  lord 
and  so  do  not  put  the  ransom  on  board,  because  the  glori- 
ous saint  has  brought  me  here";  and  so  they  did). 

CONDITION 

There  are  extensive  areas  of  repair  throughout. 

SUBJECT 

The  two  small  figures  in  the  middle  distance  must  be 
Galceran  de  Pinos  and  his  companion  in  captivity,  as  they 
are  shown  similarly  dressed  in  number  7  of  the  set.  The 
three  men  they  greet  and  those  in  the  foreground  must  be 
the  vassals  accompanying  the  maidens.  Some  of  the  cattle, 
with  their  herdsmen,  and  the  city  of  Tarragona  are  seen  in 
the  background. 

NOTES 

1.  The  basic  research  for  152,  including  the  identifications  of  the 
subject  and  of  the  coat  of  arms  and  the  transcription  and  transla- 
tion of  the  inscriptions,  was  carried  out  by  Marion  Bowles,  Jean 
Misrahi,  Monserrat  Blanch,  and  the  Instituto  Amatller  de  Arte 
Hispanico,  Barcelona. 

2.  Felix  Domenech  y  Roura,  Nobiliari  general  catald  de  llinatges,  vol. 
2  (Barcelona,  1925)  pis.  xxv  (Fonollet  [sic]),  lui  (Hijar),  cli 
(Pinos),  clxi  (Prades). 

3 .  Emile  Male,  UArt  religieux  de  la  fin  du  XVIe  Steele,  du  XVIIe  siecle 
et  du  XVIIIe  siecle,  2nd  ed.,  rev.  and  corr.  (Paris,  195 1)  p.  307.  A 
small  seventeenth-century  Spanish  embroidery,  showing  the  angel 
raising  a  lighted  candle,  with  the  inscription  "Custodio  del  hom- 
bre,"  was  sold  at  the  American  Art  Association,  New  York,  April 
28,  29, 1922,  no.  260,  illus. 

4.  Enciclopedia  Universal  Ilustrada  (Barcelona,  n.d.)  s.v.  "Mur- 
cielago." 

5.  Exposition  de  tapices,  Museo  Nacional  de  Arte  Decorativo  (Buenos 
Aires,  1939)  nos.  22,  23,  both  illus.  Called  Flemish,  sixteenth  cen- 
tury, made  for  the  marques  de  las  Pirias;  owned  by  Senor  X. 
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A 

A,  for  Louis  Alexandre  de  Bourbon,  comte 

de  Toulouse,  331 
Aaron,  with  Moses  striking  the  rock,  772 
Abbeloos,  Daniel,  tapestry  woven  by,  218 
Abraham  and  Isaac,  Scenes  from  the  Lives 

of,  Flemish  tapestry  cushion  covers, 

about  1600, 199-203 
Abraham  Entertaining  the  Angels,  Flemish 

tapestry,  about  1600, 199,  200 
Abraham  sacrificing  Isaac,  697,  698 
Actaeon,  changed  to  stag,  316 
Actium,  Battle  of,  Flemish  17th-century 

tapestry,  206,  214,  215 
Adonis,  Venus  and,  Gobelins  17th-century 

tapestry,  285,  290,  291 
Adoration  of  the  Kings 

English  17th-century  tapestry,  685 
Flemish  16th-century  tapestry,  54—58 
Adoration  of  the  Shepherds,  English 

17th-century  tapestry,  685 
Aello,  harpy,  110, 112 
Aelst,  Pieter  van,  tapestries  possibly  woven 

by,  54,55.58,59,  62 
Aeolus,  god  of  winter,  42, 43,  322 
Aesculapius  educated  by  Chiron,  35,  37 
Aesop,  fable  from,  63 1 
Africa 

animals  of,  582,  592,  593,  599,  600 
symbols  of,  592,  593,  599,  600,  601 
Africa 

Beauvais  18th-century  tapestry,  572, 573, 

574,582-86 
tapestry  upholstery  for  chair  backs,  572, 

599—601 

Africa  and  Asia,  tapestry  upholstery  for  sofa 

back,  572,  592,  593 
Agamemnon 

with  Cassandra,  705 
at  sacrifice  of  Iphigenia,  802 
Ages  of  Man,  Twelve,  Flemish  16th-century 

tapestry  set,  24-44 
Aglauros  Changed  to  Stone  by  Mercury, 

Flemish  16th-century  tapestry,  87, 

94-98 

Agrippa,  Paul  before,  Flemish  16th-century 

tapestry,  164, 165, 168 
Air,  French  17th-century  embroidery,  665, 

672-74 

Air,  Allegory  of,  Gobelins  1 8th-century 
tapestry,  385,  386,  388,  393,  394 

Ajalbert,  Jean,  head  of  Beauvais 
manufactory,  611, 613 


Ajax  seizing  Cassandra,  700, 704, 706 
Aladin  Hears  of  the  Crusaders'  Approach, 

Roman  18th-century  tapestry,  776, 
778,780 

Alcan,  Abraham,  tapestries  owned  by,  573 
Alcides,  name  for  Hercules,  32 
alentours,  369,  370,  371,  372,  385,  386, 

388,389,390 
alerions,  heraldic  birds,  633 
Alexander 

at  battle  of  Arbela,  234 
as  glutton,  no,  112 
name  for  Paris,  151 
and  Persian  envoys,  28,  30 
Alexander,  Story  of,  Flemish  18th-century 

tapestries,  231-36 
Alexander  and  the  Family  of  Darius,  Flemish 

18th-century  tapestry,  231, 232-34 
Alsacian  16th-century  tapestries,  The 

Passion,  759-69 
Altman,  Benjamin,  bequest  of,  54,  55,  291, 

^93,459,4^0,  475,544 
America 

animals  of,  593,  595 

attributes  and  symbols,  574,  576,  589, 

590,591,593 
Plains  Indian  shield,  589,  593 
America 

Beauvais  18th-century  tapestry,  572,  573, 
574-78 

tapestry  upholstery  for  chair  backs,  572, 
595-97 

America  and  Europe,  tapestry  upholstery  for 

sofa  back,  572,  589-91 
Amory,  Mrs.  George  S.,  gift,  3 16,  320 
Amsterdam,  tapestry  in  1955  exhibition, 

250 

Amymone  rescued  by  Neptune,  385,  388, 

389,393,394 
Anderson  Galleries,  N.Y.,  tapestry  in  1927 

sale,  240 
Andrew,  Saint,  on  vestment,  192 
Anet,  chateau  of  Diane  de  Poitiers,  248, 249, 

2-59 

Angiviller,  comte  d',  tapestries  connected 

with,  408, 409, 412, 415, 416 
Anna,  mother  of  Tobias,  41 
Annunciation 

Danish  18th-century  tapestry,  770 
Florentine  16th-century  orphrey  frag- 
ment, 771 

Annunciation,  Adoration  of  the  Shepherds, 
and  Adoration  of  the  Kings,  English 
17th-century  tapestry,  685-87 


Anthony  van  Dyck,  Self-Portrait,  Russian 

18th-century  tapestry,  806,  808 
Antony 

at  battle  of  Actium,  214 
with  Cleopatra,  in,  112 
meeting  Cleopatra,  209-1 1 
Antony  and  Cleopatra,  Story  of,  Flemish 

17th-century  tapestries,  206-17 
Antwerp,  tapestries  perhaps  made  in, 

127-36 
Aplanos,  motto,  633 
Apollo 

appealed  to  by  Latona,  257 
in  chariot,  279 

destroying  Niobe's  children,  702 
as  sun  god,  5  84 

supporter  of  arms,  225,  226,  227 
apple  picking,  occupation  of  October,  52 
April 

occupations  of,  30,  34,  340 
symbols  of,  30,  34 
April,  Gobelins  18th-century  tapestry,  331, 
340-42 

April  (Arrival  at  the  Hunting  Lodge), 

Gobelins  17th-century  tapestry,  308, 
310—12 

Apuleius,  Golden  Ass,  story  from,  296 
Aquarius,  zodiac  sign,  26, 45,  335 
Aquilo,  personification  of  NE  wind,  26,  28 
AR,  weaver's  monogram,  761, 763,  765, 
767 

Arabesques,  English  18th-century  tapestry, 
726—29 

Aragon,  arms  of,  814 

Arbela,  Battle  of,  Flemish  18th-century 
tapestry,  231,  234-36 

Archbold,  Anne,  bequest,  260,  261 

archer,  zodiac  sign,  see  Sagittarius 

arena,  Roman,  154, 157 

Ariadne  and  Bacchus,  Beauvais  18th- 
century  tapestry,  534,  535,  539-43 

Aries,  zodiac  sign,  45,  281,  339, 667,  671 

Ariosto,  Orlando  Furioso,  tapestry  from  set, 

2-75-77 
Aristotle,  with  Alexander,  28 
armchairs,  see  Upholstery  panels 
armillary  sphere,  263 
armorial  tapestries 

Boufflers,  due  de,  478-80 

Chauvelin,  361—64 

Greder,  437-40 

Lewknor,  180-84 

William  and  Mary,  225-27 
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arms 

Aragon,  814 

Audley,  181 

Bayard,  409 

Blumenstein,  437 

British  royal,  225-27,  578 

Camoys,  179 

Cantelupe,  180 

Culenborch,  bastard  branch,  195 
Dalingridge,  180 
De  Spencer,  180 
Doria,  100, 102, 103 
Doyley,  181 
Fenis  de  Prade,  264 
Fenollet,  814 
France,  578 

French  royal,  361;  with  difference,  331, 
671 

Greder,  437,  440  n.  1 
Grillo,  247 
Hi  jar,  814 
Holland,  180 
Hussey,  181 
La  Warr,  180 
Lewknor,  180 
Mascarenhas  (?),  796 
Messant,  180 
Montmorency,  63  3 
Mayne,  180 
Meulx,  180 

Navarre,  814;  see  also  French  royal 

O'Brien,  700 

Ottoboni,  776,  777 

Pelham,  180 

Peretti,  127, 128, 129 

Peterborough,  700 

Pinos,  814 

Prades,  814 

Russia,  578 

Sardinia,  578 

Savoy,  578 

Saxony,  753 

Spinola,  247 

Toulouse,  comte  de,  3  3 1 

Tregoz,  180 

Tuchet,  181 

unidentified,  677, 796,  814 
van  der  Geer,  195 
van  der  Lecke,  195 
Arms  of  Joseph  Marie,  second  due  de 
Boufflers,  Beauvais  18th-century 
tapestry,  478-80 
Arms  of  the  Greder  Family  of  Solothurn, 
Switzerland,  French  17th-century 
tapestries,  437-40 


Arms  of  William  and  Mary,  Flemish  17th- 
century  tapestry,  225-27 

Arrival  at  the  Hunting  Lodge,  Gobelins 
17th-century  tapestry,  308,  3 10-12 

arrow(s) 

device  of  Diane  de  Poitiers,  255 
headless,  335 

Art  Deco,  see  Paris  1925  exhibition 

Artemesia,  Story  of  tapestry  from  set, 
268-74 

Artemis,  S.  A.,  tapestries  owned  by,  573 
Arts  and  Sciences,  Beauvais  tapestry  series, 

570,571 
Ascension 

Brussels  16th-century  tapestry,  119, 120, 
122-26 

German  16th-century  tapestry,  759,  766 
Asenath,  Joseph's  wife,  42 
Asia 

animal  of,  602 

symbols  of,  586, 588, 589, 592, 593,601, 
602,  603 

Asia 

Beauvais  18th-century  tapestry,  572, 573, 

574,586-89 
tapestry  upholstery  for  chair  backs,  572, 

601—04 

Asia  and  Africa,  tapestry  upholstery  for  sofa 

back,  572,  592,  593 
Aspertini,  Amico,  tapestries  perhaps 

designed  by,  102 
Asselt,  Bernardino  van,  tapestry  woven  by, 

772-,  774 

Atalanta  and  Meleager  with  Fountains  of 
Versailles,  French  17th-century 
embroidery,  677—81 
Athens,  tapestries  in  1979  exhibition,  89 
Atkinson,  Richard,  tapestry  owned  by,  73 1 
Aubusson,  modern  borders  woven  at,  509 
Aubusson  17th-century  tapestries, 

Upholstery  panels,  617 
Aubusson  18th-century  tapestries 
Caparison,  63  3-3  5 
Fables  of  La  Fontaine  (Upholstery 

panels),  626-32 
Fantastic  Landscape,  621 
Toilet  of  Venus,  63  6 
Upholstery  panels,  618,  619,  622, 623, 

624, 625, 626-32 
Worship  of  Cupid,  638,  639 
Aubusson  20th-century  tapestry,  Comme 

par  miracle,  640-42 
Audience  of  the  Emperor,  Beauvais 
17th-century  tapestry,  461-68 


Audley,  arms  of,  181 

Audran,  Claude  III,  tapestries  designed  by, 

361-64,369,372 
Audran,  Michel,  tapestries  woven  by, 

331-60,365-68,369-375 
August,  occupations  of,  35,  37 
August 

Flemish  16th-century  tapestry,  45-47, 
49-50 

Gobelins  18th-century  tapestry,  331, 
347-49 

Augustus  I  of  Saxony,  German  1 6th-century 

tapestry,  753,  754 
Aurora  and  Cephalus,  Gobelins 

18th-century  tapestry,  385,  38 6,  388, 

393 

Auster,  personification  of  S  wind,  35,37 
autumn,  occupations  of,  322,  325—27 
Autumn 

English  18th-century  tapestry,  712, 
714-16 

Flemish  16th-century  tapestry,  24,  35-38 
Flemish  17th-century  tapestry,  220-23 
Gobelins  17th-century  tapestry,  322, 
325-28 

Autumn,  Still  Life,  Beauvais  19th-century 

tapestry,  608 
Axminster,  panel  possibly  woven  at,  740 


B 

B  . . . ,  M.  and  Mme  de,  tapestry  in  sale,  562 
Bacchus 

captured  by  pirates,  111,112 

in  chariot,  280 

drunken,  281 

at  festival  of  Psyche,  294,  300,  301 
as  god  of  autumn,  35,  37,  322,  325,  327 
on  horseback,  1 11, 112 
at  January  feast,  335 
statuette  of,  608 
symbols  of,  655 
Bacchus,  Offering  to,  Beauvais  17th-century 

tapestry,  441, 442, 450-53 
Bacchus  and  Ariadne,  Beauvais  1 8th- 

century  tapestry,  534,  535,  539-43 
Bache,  Jules,  tapestry  from  collection,  531, 
532. 

Bacor,  Giles  and  Josse,  Paris  weavers,  438 
Bagatelle,  Paris,  tapestry  formerly  in,  5  5  5 
Bagpipe,  Boy  with  a,  Gobelins  18th-century 
tapestry,  405-07 
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Baillie,  Robert,  tapestry  workshop,  730 
Baker,  Mrs.  George  F.,  gift,  717 
baking,  occupation  of  December,  42, 43 
BAL,  monogram  of  Le  Barbier,  582 
Balavoire,  tapestries  woven  by,  611 
Baldung  (Grien),  Hans,  woodcut,  766,  fig. 

Ball  Game,  Flemish  16th-century  tapestry, 

171-76 
Baltimore  Museum  of  Art 

tapestries  in  1951-52  exhibition,  106, 

250,  380,  689,  698 
tapestry  in  1959  exhibition,  531 
Bancroft,  Dr.  Margaret,  gift,  610 
banner,  processional,  646 
Baptism,  German  16th-century  tapestry, 

759,760-62 
Baptiste,  see  Monnoyer,  Jean  Baptiste 
Barberini  family,  tapestries  said  to  have 

belonged  to,  159,  208 
Barcheston,  see  Sheldon 
Bardini,  Stefano,  tapestry  owned  by,  55 
Barney,  Charles  T.,  tapestry  owned  by,  63 
bat,  used  as  badge  in  S.  Spain,  815 
Battle  of  Actium,  Flemish  17th-century 

tapestry,  206,  214,  215 
Battle  of  Arbela,  Flemish  18th-century 

tapestry,  231,  234-36 
Baumgarten,  tapestries  owned  by,  47 
Bayard,  Continence  of,  Gobelins  1 8th- 

century  tapestry,  408-10, 412, 413 
bear,  baited  by  dogs,  154 
Beam,  prince  de,  tapestries  owned  by,  573 
Beauchamp,  Lady  Evelyn,  tapestry  in  sale, 

737 

Beauvais  17th-century  tapestries 

Audience  of  the  Emperor,  461-68 

Berain  Grotesques,  441-58 

Boreas  and  Orithyia,  469—72 

Panel  for  a  fire  screen,  477 

Stag  Hunt,  473, 474 

Upholstery  panels,  459,  460, 475, 476 
Beauvais  18th-century  tapestries 

Africa,  572,  573,  574,  58*-86 

America,  572,  573,  574~78 

Arms  of  Joseph  Marie,  second  due  de 
Boufflers,  478-80 

Asia,  572,  573,  574,  586"89 

Camel,  44IJ44^  444~47 

Charlatan  and  the  Peep  Show,  507,  508, 
509,510-15,531,532 

Collation,  507,  508,  509,  518-21 

Egg  Seller,  507,  508,  509,  527 

Elephant,  441, 442, 448-50 


Europe,  572,  573,  574,  578-82 
The  Four  Continents,  572-605 
Gardener,  507,  508,  509,  521-23 
Girls  with  Grapes,  507, 508, 509, 524-26 
Gypsy  Fortune-Teller,  507,  508,  509, 
515-18 

Hunter,  507,  508,  509,  523,  524 
Italian  Village  Scenes,  507-32 
Loves  of  the  Gods,  534-43 
Musicians  and  Dancers,  441, 442, 447, 

448 

Offering  to  Bacchus,  441, 442, 450-53 

Offering  to  Pan,  441, 442, 455-58 

Parrot,  507,  508,  509,  526 

The  Repast,  550-56 

The  Swing,  the  Harvest,  and  Cherry 
Picking,  557-63 

Upholstery  for  a  bed,  564-67 

Upholstery  panels,  481-83, 484-98, 
499-501,  502,  503-06,  549,  568-71 

Vertumnus  and  Pomona,  544-48 

Violin  and  Lute  Players,  441, 453, 454 
Beauvais  19th-century  tapestries 

Reclining  Cupid,  610 

Still  Life,  Autumn,  608 

Upholstery  panels,  606,  607 
Beauvais  20th-century  tapestries,  Gardens, 
611-13 

Beaver,  John  van,  tapestry  woven  by,  730 
Bed,  upholstery  for  a,  Beauvais  1 8th- 

century  tapestries,  564-67 
bed  hangings,  panels  from  set,  105-08 
Beer,  tapestry  in  191 3  Paris  sale,  458 
bees,  Napoleonic  symbols,  419, 424  n. 2 
Behagle,  Philippe  de,  tapestries  woven  by, 

441,442,455,457,469, 474 
Beham,  Barthel 

tapestry  copied  from  woodcut  by,  188 

woodcut,  188,  fig.  18 
Belin  de  Fontenay,  Jean  Baptiste 

flowers  reminiscent  of,  648 

Savonnerie  panels  designed  by,  655,  656 

tapestries  designed  by,  369, 372, 461, 463 
Bellay,  Joachim  de,  possible  author  of  poems 

on  tapestries,  259 
Belles  Chasses  de  Guises,  Gobelins  copies  of, 

. 308-15 

Bellingham,  tapestries  in  1976  exhibition, 
208 

bellows  carried  by  winds,  24, 26, 28, 30, 3  2, 

34,35,38,39,4*,50 
Benguiat,  V.  and  L.,  embroideries  in  1929 

and  1932  sales,  798 


Berain,  Jean 

engraving  after,  43  8,  fig.  46 

tapestries  related  to,  438, 441, 442 
Berain  Grotesques 

Beauvais  17th-century  tapestries,  441-58 

upholstery  en  suite  with,  460 
Berlin,  tapestry  in  1898  exhibition,  55 
Bernheimer,  L.,  vestments  owned  by,  194 
Bernice,  sister  of  Agrippa,  165, 168 
Bernstorff ,  Baron  Johann  Hartvig  Ernst, 
tapestries  made  for,  484, 489, 492, 494, 
534,535 

Berwick  and  Alba,  duke  of,  sale,  63 
Berwind,  Julia  A.,  gifts,  285,  286,  294,  295, 
806 

Besnier,  Nicolas,  tapestries  woven  by,  478, 

480,528,529,531 
Bethulia,  city  of  Judith,  distant  view  of,  692 
Berts,  Mrs.  Constant  McCann,  gifts,  114, 

118,  260,  261 
Bible  scenes,  Apocrypha 
Judith  and  Holofernes,  112 
Judith  with  the  Head  of  Holofernes  and 

Her  Maid,  692,  693 
Tobias  receiving  advice  from  To  bit,  41, 
43 

Bible  scenes,  New  Testament 
Adoration  of  the  Kings,  54-58,  685 
Adoration  of  the  Shepherds,  685 
Annunciation,  685, 770,  771;  see  also 

Virgin  Annunciate 
Ascension,  119, 120, 123-26, 759,  766 
Baptism,  759, 760-62 
Christ  carrying  cross,  162 
Christ  Carrying  the  Cross,  759,  763, 764 
Christ  Shown  to  the  People,  79-82 
Christ  washing  disciples*  feet,  68,  69 
Christ  Washing  the  Disciples'  Feet,  759, 

762,  763 
Circumcision,  694—96 
Crucifixion,  59-64 
Ecce  Homo,  82-86 
Elevation  of  the  Cross,  759,  764-66 
Entombment,  59 
Last  Supper,  70-73, 119-26 
Parable  of  the  Prodigal  Son,  688-91 
Paul  before  Agrippa,  164, 165, 168 
Paul  Preaching  at  Philippi,  164, 165 
Pentecost,  759,  767,  768 
Scenes  from  the  Life  of  Saint  Paul,  1 64-68 

Bible  scenes,  Old  Testament 

Abraham  Entertaining  Angels,  199,  200 
Expulsion  of  Hagar,  199,  201 
Gathering  of  the  Manna,  194, 196 
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Jacob  blessing  Joseph's  sons,  42,  43 
Joseph  supervising  harvest  in  Egypt,  35, 
37 

Meeting  of  Isaac  and  Rebekah,  199,  203 
Moses  Striking  the  Rock,  772-75 
Rebekah  and  Eliezer  at  the  Well,  199, 202 
Rebekah,  La  ban,  and  Eliezer,  199,  202 
Sacrifice  of  Isaac,  199,  201,  697-99 
Story  of  Jacob,  137-50 
unidentified,  115 
victory  of  David,  118 
Bilhah 

given  by  Rachel  to  Jacob,  142 

with  Rachel  and  Dan,  144 
bird,  entering  cage,  795 
bird  of  paradise,  symbol  of  air,  278 
bird  snaring,  occupation  of  October,  5 1 
Birmingham,  England,  tapestries  in  195 1 

exhibition,  702 
bit  and  reins,  symbols  of  temperance,  96 
bitch  and  her  puppies,  La  Fontaine  fable, 
505 

black  men,  symbols  of  Africa,  582,592, 600 
Blair,  J.  Insley,  tapestry  owned  by,  727 
Blair,  Mrs.  J.  Insley,  gift,  461, 467 
H.  Blairman  and  Sons,  tapestry  owned  by, 

73 1 

Blasphemy  of  Niobe,  French  1 6th-century 

tapestry,  247,255-59 
Blasse,  Pierre  II,  tapestries  possibly  woven 

by,  247,  249 
Bliss,  Susan  Dwight,  bequest,  753,  754 
Blois,  Francoise  Marie,  Mile  de,  as  Spring  or 

Summer,  665,  671 
Blumenstein,  arms  of,  437 
Blumenthal,  Ann  Payne,  gifts,  402, 404 
Blumenthal,  Florence,  see  Blumenthal, 

George  and  Florence 
Blumenthal,  George 

bequest,  59,  63,  74,  77,  87,  89,  228,  230, 

477 

gifts,  105, 106, 198,  204,  770 
Blumenthal,  George  and  Florence,  tapestries 

owned  by,  404,  501,  509 
boar  hunt,  308,  3 12— 14,  677 

spear  for,  312 
boating,  occupation  for  April,  340 
Bock,  Karl,  gift,  636 
Boel,  Pieter,  drawings,  394,  fig.  42 
Bohemienne,  see  Gypsy  Fortune-Teller 
boite  a  curiosite  (peep  show),  513 
Bombeck,  Seger,  tapestry  woven  by,  753, 
754 

Bondy,  de,  tapestry  in  sale,  333 


Bonnemer,  Francois,  tapestry  designed  by, 

285,288,332 
Bonnet,  Louis  Marin,  engraving,  3  83,  fig.  40 
border  fragments,  see  Fragments  of  a  lower 

border 
Boreas 

as  god  of  winter,  3  22 
personification  of  NE  wind,  42,43 
Boreas  and  Orithyia,  Beauvais  17th-century 

tapestry,  469-72 
Borght,  van  der,  tapestry  probably  made  by 

family,  237,  238 
Boucher,  Francois 

drawing  after,  5 14,  fig.  60 
drawings,  393;  394>%-  41;  5°8,  514, 

517,  519,  529,  534,  538,  539,  545 
engravings  after,  3  83,  fig.  40;  483,  fig.  47; 

514,517,529,545 
paintings  related  to  tapestries,  508,  514, 
515,  517,  519,  521,  529,  534,  538; 
545,  fig.  62;  560 
pastel  portrait  of  daughter,  333,  384 
tapestries  designed  by,  507,  508,  514, 
515,  517,  519,  521,  526,  528,  529, 

531.544,  545 
tapestry  medallions  designed  by,  385, 

393.394 

Boucher,  Enfants  de>  tapestry  panels,  405, 
406 

Boucher's  Daughter,  Jeanne  Elisabeth 
Victoire  Deshays,  Gobelins  18th- 
century  tapestry,  383-84 

Boufflers,  Joseph  Marie,  second  due  de, 
arms  of,  478—80 

Boulenger,  tapestries  woven  by,  61 1 

Boulogne,  Bon 

painting,  302,  fig.  30 

tapestries  designed  by,  291-93,  294,  302 

Boulogne,  Louis  de  the  Younger,  additions 
to  tapestries  designed  by,  3  3 1,  3  3  2 

Bouts,  Dieric,  paintings,  67,  74, 192 

bow,  symbol  of  Diane  de  Poitiers,  258 

box,  Chinese  tea,  588 

Boy  with  a  Bagpipe,  Goeblins  18th-century 
tapestry,  405—07 

Bradshaw,  George  Smith,  tapestries  woven 
by,  743 

Bradshaw,  William,  tapestries  woven  by, 
733,734 

Bramshill  Park,  tapestries  formerly  at,  744 
Breugel,  Pieter,  tapestries  perhaps  related  to, 
113 

Bridal  Chamber  of  Herse,  Flemish  16th- 
century  tapestry,  85, 90-93 


Brigliadoro,  Orlando's  horse,  275 
Britannia,  575 

Britomartis,  chased  by  Minos,  251 
Britomartis,  Drowning  of,  French  16th- 
century  tapestry,  247,  250-55 
Bruges,  tapestry  made  in,  Ball  Game,  171— 
76 

Brussels 

Gobelins  copies  of  16th-century  tapes- 
tries, 308-15,  322-30,  331-60 
tapestry  in  1880  exhibition,  63 
tapestries  in  1935  exhibition,  63, 120 
tapestry  vestment  possibly  made  in,  192, 
193 

Brussels,  tapestries  made  in 
Adoration  of  the  Kings,  54-58 
Aglauros  Changed  to  Stone  by  Mercury, 

87,  94-98 
Arms  of  William  and  Mary,  225-27 
Ascension,  119, 120, 123-26 
August,  45-47, 49-50 
Autumn,  220-23 
Battle  of  Actium,  206,  214,  215 
Bridal  Chamber  of  Herse,  87,  91-93 
Christ  Shown  to  the  People,  79-82 
Cleopatra  Asked  to  Pay  Tribute  to  Rome, 

206,  208 

Cleopatra  Dissolving  the  Pearl,  206, 

212—14 
Colosseum,  154-60 
Crucifixion,  59-64 
Ecce  Homo,  82-86 

Esau  Selling  His  Birthright  to  Jacob,  137, 
140 

First  Three  Ages  of  Man,  or  Spring,  24, 

26-30 
Flora,  237-41 

Grotesques  on  a  red  ground,  105-08 
Grotesques  with  Minerva,  100-04 
Gluttony,  1 10-14 
Harvest,  228—30 

Jacob  Burying  Idols  Under  an  Oak  Tree, 

137, 148, 150 
Jacob  Sacrificing  After  Making  a 

Covenant  with  Laban,  137, 147, 148 
Laban  Looking  for  the  Images  and 

Making  a  Covenant  with  Jacob,  137, 

147,148 
Landscape  with  birds,  218 
Last  Supper,  65-73, 119, 120, 121-23 
Last  Three  Ages  of  Man,  or  Winter,  24, 

38-44 

Medallion  Months,  45-52 
Meeting  of  Anthony  and  Cleopatra,  206, 
209-12 
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October,  45, 46,  50-52 

Paris  as  a  Youth,  151-53 

Passion  scenes,  119-26 

Paul  before  Agrippa,  164, 165, 168 

Paul  Preaching  at  Philippi,  164, 165 

Rachel  and  Bilhah  with  Dan,  137, 144 

Rachel  Giving  Bilhah  to  Jacob,  137, 143 

Religious  subject,  162, 163 

Saint  Veronica,  74-78 

Scene  from  the  Old  Testament,  1 1 5-1 8 

Scenes  from  the  Life  of  Saint  Paul,  1 64-68 

Second  Three  Ages  of  Man,  or  Summer, 

*4>  30-35 

Story  of  Antony  and  Cleopatra,  206-17 
Story  of  Jacob,  137-50 
Story  of  Mercury  and  Herse,  87-99 
Third  Three  Ages  of  Man,  or  Autumn,  24 , 

35-38 

Twelve  Ages  of  Man,  24-44 
Brussels,  tapestries  perhaps  made  in 
Garden  and  hunting  scene,  169 
Story  of  the  Romans  and  the  Sabines, 

127-36 

Brussels,  tapestries  probably  made  in 
Battle  of  Arbela,  231,  234-36 
Alexander  and  the  Family  of  Darius,  23 1, 

232-34 
Interior  scene,  21-23 
Story  of  Alexander,  23 1-36 
Buffon,  Histoire  naturelle,  bird  from  plate 
in,  585 

bull,  zodiac  sign,  see  Taurus 
bullfight,  153, 157, 169 
Biilow,  Mr.  and  Mrs.  Claus  von,  gift,  572, 
573 

bulrush,  symbol  of  humility,  80,  83, 194 
Burne-Jones,  Edward,  tapestry  designed  by, 
745 

Busleyden,  Jerome  van,  25 
Bush,  tapestry  formerly  owned  by,  153 
Bust  of  the  Virgin,  Roman  18th-century 
tapestry,  786 


c 


C,  for  Chauvelin,  361 

Cabaretier,  see  Collation 

Calchas,  Prophecy  of,  Chinese  17th-century 

embroidery,  796,  799,  800 
Callimachus,  account  of  death  of  Brito- 

martis,  255 


Callot,  Jacques,  tapestry  figure  related  to 

print  by,  453 
Calydonian  boar,  hunt  of,  677 
Cambaceres,  Jean  Jacques  Regis  de,  tapestry 

given  to,  424 
Cambaceres,  Marie  Jean  Pierre,  due  de, 

tapestry  owned  by,  424 
Cambaceres,  Maurice  Jean  Marie  Louis 

Delaire,  comte  de,  tapestry  owned  by, 

424 

Cambridge,  Mass.,  tapestries  in  1937 

exhibition,  120 
Camel,  Beauvais  1 7th-century  tapestry,  44 1 , 

442, 444-47 
Camoys,  arms  of,  1 80 
Cancelleria,  Palazzo  della,  tapestries 

formerly  in,  776 
Cancer,  zodiac  sign,  32,  33, 45, 187,  281, 

671 

Cantelupe,  arms  of,  1 80 
Caparison,  Aubusson  18th-century 

tapestry,  633-35 
Capricorn,  zodiac  sign,  42, 43, 45,  281,  358 
Caraglio,  print  after  Raphael,  related  to 

tapestry,  93 
Carhart,  Amory  S.,  gift,  708, 711 
Carhart,  Mr.  and  Mrs.  Amory  Sibley, 

tapestry  given  in  memory  of,  3 16,  320 
Caroline,  crown  princess  of  Denmark, 

tapestries  owned  by,  535 
Caron,  Antoine 

drawing,  268,  271,  272,  fig.  23 
tapestry  after  drawing  by,  268,  271,  272 
Carpets,  table,  see  table  carpets 
Carrier,  L.,  tapestries  woven  by,  611 
cartoons,  332,  335,  338,  344,  356,  358, 

372,  374,  393,  394,  396, 403, 406, 

545;  see  also  paintings  reproduced  in 

tapestry 

Cary,  Mrs.  Guy  Fairfax,  gift,  455,458 
Cassandra  seized  by  Ajax,  700,  704-06 
Catalan  embroideries,  Scenes  from  the  Story 

of  Galceran  de  Pinos,  814-20 
Catherine  II,  empress,  tapestry  copies  of 

paintings  owned  by,  806,  807,  808, 

809,  810,  812,  813 
Catherine  de'  Medici,  compared  to 

Artemisia,  270 
Caution,  personification  of,  96 
Cebes,  Table  of,  French  16th-century 

embroideries,  260-66 
Cecias,  personification  of  ENE  wind,  38 
Cecrops,  king  of  Athens,  87,  88, 94, 96 
Celeno,  harpy,  110, 112 


Cephalus  and  Aurora,  Gobelins  18th- 
century  tapestry,  385,  386,  388,  393 
Ceres,  280,  335,  694 
as  goddess  of  August,  47,  50 
as  goddess  of  summer,  32,  34,  322,  324 
as  Summer,  671 
symbols  of,  655 
Cervantes,  Don  Quixote,  scene  from, 
369-75 

Chabanex,  John,  tapestry  woven  by,  712 
Chaillot,  banner  woven  for  church  at,  646 
chairs,  tapestry  upholstery  for,  see 

Upholstery  panels 
chalice,  attribute  of  Faith,  204 
chamber  pot,  under  Herse's  bed,  92 
Chancelleries,  tapestry  from  set  of,  361-64 
Charity,  personification  of,  92, 694 
Charlatan,  as  child  of  the  moon,  188 
Charlatan  and  the  Peep  Show,  Beauvais 

18th-century  tapestry,  507,  508,  509, 

510-15,531,532 
Charles  V,  emblems  of,  3 14 
Charles  IX,  compared  to  Lygdamis,  270 
Charron,  Andre  Charlemagne,  tapestries 

woven  by,  484, 492,  507,  508,  534, 

544,545,  550,  554 
Chasteau,  Nicolas,  engraving,  376,  377,  fig. 

37 

Chastelain,  Charles,  additions  to  tapestries 

designed  by,  331, 332,  348 
Chastleton  House,  tapestry  formerly  in,  687 
Chasseurs,  see  Hunter 
Chasuble,  Netherlandish  16th-century 

vestment,  194, 196-98 
Chasuble  back,  Flemish  16th-century 

tapestry  vestment,  192, 193 
Charles  of  London,  vestment  owned  by,  193 
Chauvelin,  Germain  Louis,  tapestry  given 

to,  361—64 
Chauvelin  arms,  portiere  with,  Gobelins 

18th-century  tapestry,  361-64 
Chavannes,  Pierre,  tapestries  owned  by,  1 28 
Chawton  House,  Hampshire,  tapestry 

formerly  at,  182 
Cherry  Picking,  Beauvais  18th-century 

tapestry,  557 
Chesterfield  House,  London,  tapestries  in, 

735 

Chicago,  tapestries  in  1975-76  exhibition, 

194, 79* 
children  playing,  135 
China 

objects  from,  588,  589 
Story  of  the  Emperor  of,  tapestry  from  set, 
461-68 
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Chinese  17th-century  embroideries,  Story  of 

Troy,  796-802 
chinoiserie  borders,  441, 442 
chinoiseries,  English  tapestries,  717 
Chiron  educating  Aesculapius,  35,37 
Chloe,  with  Daphnis,  365 
Choice  of  Hercules,  30,  34 
Choquet,  tapestries  woven  by,  61 1 
Christ 

body  carried  to  tomb,  59 
carrying  cross,  162 
on  cross,  59,  60,  61 
falling  beneath  cross,  59,  62 
as  Good  Shepherd,  76,  77 
head,  on  Veronica's  veil,  74,  76, 194 
at  Last  Supper,  65,  66, 121, 123, 192 
Shown  to  the  People,  see  Ecce  Homo 
washing  disciples'  feet,  68,69 
Christ,  Ascension  of,  Brussels  16th-century 

tapestry,  119, 120, 123-26 
Christ  Carrying  the  Cross,  German  16th- 
century  tapestry,  759,  763,  764 
Christ  Shown  to  the  People,  Flemish  16th- 
century  tapestry,  79-82 
Christ  Washing  the  Disciples'  Feet,  German 

16th-century  tapestry,  759,  762,  763 
Christies,  London 

tapestries  in  191 1  sale,  153 
tapestries  in  1920  sale,  701 
tapestry  in  1928  sale,  698 
tapestry  in  1959  sale,  731 
see  also  under  names  of  sellers 
Chrysler,  Walter  P.,  tapestries  in  sale,  738 
Circumcision,  English  17th-century 

tapestry,  694-96 
city  marks,  see  marks,  city 
Claparede,  comtesse  d'Hallez,  tapestry  said 

to  have  been  owned  by,  480 
Clein,  Francis,  tapestries  designed  by,  700, 

701,704,711 
Clement-Bayard,  works  in  sale,  175,  816 
Cleopatra 

with  Antony,  111, 112, 113 
at  battle  of  Actium,  214 
meeting  Antony,  206,  209-12 
Cleopatra,  Death  of,  206,  216 
Cleopatra  Asked  to  Pay  Tribute  to  Rome, 
Flemish  17th-century  tapestry,  206, 
208 

Cleopatra  Dissolving  the  Pearl,  Flemish 
17th-century  tapestry,  206,  212-14 

Clermont,  Andien  de,  tapestry  designed  by, 
726 

Cleveland 

tapestries  in  191 8  exhibition,  334 


tapestries  in  1936  exhibition,  119 
tapestry  in  1959  exhibition,  72 
tapestries  in  1975-77  exhibition,  573 
clock,  symbol  of  Temperance,  93 
Cochran,  Alexander  Smith,  gift,  621 
cock,  symbol  of  France,  590,  597,  599, 605 
The  Cock  and  the  Fox,  Aubusson  1 8th- 

century  tapestry,  629,  63 1 
The  Cock  and  the  Pearl,  Aubusson 
1 8th-century  tapestry,  629-3 1 
Coecke,  Pieter 
painting,  124 
tapestries  related  to,  165 
tapestry  designed  by,  no,  112, 113, 114 
Cohn,  Marion  E.,  gift,  743,  744 
Coles,  Elizabeth  U.,  bequest,  153, 159,  206, 

208,  776,  778 
Coles,  William  F.,  tapestries  given  in 

memory  of,  154, 159,  206,  208,  776, 
778 

The  Collation,  Beauvais  18th-century 
tapestry,  507,  508,  509,  518-21 

The  Colosseum,  Flemish  16th-century 
tapestry,  154-60 

columbine,  symbol  of  Christ,  76 

column,  Tuscan,  576 

Comans,  Hippolyte  de,  tapestry  woven  by, 
278-82 

Comans-La  Planche  manufactory,  tapestry 
woven  at,  268-74 

Combat  of  Manricardo  and  Zerbino,  French 
17th-century  tapestry,  275-77 

Comme  par  miracle,  Aubusson  20th- 
century  tapestry,  640-42 

Commerce,  personification  of,  584 

Commerce,  Beauvais  18th-century  tapestry 
upholstery  for  sofa,  568—71 

The  Concert,  London  18th-century 
tapestry,  717,  719-22 

conjurer,  as  child  of  moon,  188 

Continence  of  Bayard,  Gobelins  18th-cen- 
tury tapestry,  408— 10, 412, 413 

Continents,  The  Four,  Beauvais  18th- 
century  tapestries,  572-605 

Cope,  Sir  Denzil,  tapestries  owned  by,  744 

Copenhagen,  Bernstorff  palace,  484, 494, 
534,535 

Copies  of  old-master  paintings,  Russian 
18th-century  tapestries,  806-13 

coral,  attribute  of  Africa  or  America,  582 

cordeliere,  around  arms,  264 

"Coromandel"  screens,  source  of  tapestry 
design,  717 

Corus,  personification  of  NW  wind,  35 

Coudert,  Mrs.  Frederic  R.  Jr.,  gift,  1 10, 1 14 


Coudert  Brothers,  gifts,  786,  788,  789 
Countess  Elizabeth  Romanovna 

Vorontsova,  Russian  18th-century 
tapestry,  803-05 
Cousin,  Jean  the  Elder 

drawings  related  to  tapestry,  255 
tapestries  probably  designed  by,  247-59 
Cousin,  Jean  the  Younger,  drawing  attrib- 
uted to,  255,  fig.  21 
Coventry,  George  William,  sixth  earl  of, 

tapestries  made  for,  385,  394,  396,  399 
coverlet,  tapestry,  566 
Coxcie,  Michiel,  tapestries  probably 

designed  by,  119, 120, 121, 123, 138 
Coypel,  Charles  Antoine 
cartoons,  374 
drawing,  3 72,  fig.  36 
painting,  372 

tapestry  designed  by,  369,  371,  372 
Cozette,  Michel  Henri,  tapestries  woven  by, 

383,384,419,422 
Cozette,  Pierre  Francois,  tapestries  woven 

by,  379,  38°,  382,  384, 408,  409, 412, 

4i5 

CP,  monogram  of  Carl  Piper,  459,  460 
crab,  zodiac  sign,  see  Cancer 
Cracow,  tapestry  made  in,  790-92 
Cranach,  Lucas  the  Elder,  woodcut,  75  8,  fig. 
87 

Craven,  Cornelia,  countess  of,  embroideries 

owned  by,  667 
crescent,  symbol  of  Diane  de  Poitiers,  247, 

251,254,  255,256,258 
Cronstrom,  Baron  Daniel 
letters  about  tapestries,  442, 454, 460 
upholstery  commissioned  by,  460 
Croome  Court  tapestries,  Gobelins  18th- 
century,  385-401 
cross,  attribute  of  Faith,  204 
Crow,  Sir  Sackville,  director  of  Mortlake 

manufactory,  700 
crown 

French  royal,  361 
of  Holy  Roman  Empire,  662 
of  thorns,  on  vestment,  194 
Crucifixion,  Flemish  16th-century  tapestry, 
59-64 

Crusaders  Reach  Jerusalem,  Roman 

18th-century  tapestry,  776, 782-84 
CT,  unidentified  weaver's  mark,  137, 138 
Cubit,  embroideries  owned  by,  667 
Cuculina,  see  Tutilina 
Culenborch,  bastard  branch,  arms,  195 
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Cupid,  281 

with  Psyche,  300 
statue,  63  8 
symbols,  655 
with  Venus,  27,  536 
with  Venus  and  Adonis,  32 
on  Venus's  lap,  286 
Cupid,  Reclining,  Beauvais  19th-century 

tapestry,  610 
Cupid,  Worship  of,  Aubusson  18th-century 

tapestry,  638,  639 
Cupid  and  Psyche  Bathing,  Gobelins  17th- 
century  tapestry,  294,  302—05 
curiosite,  botte  a  (peep  show),  513 
Curius,  for  Marcus  Curius  Dentatus,  33,  34 
Curtius,  Quintus,  account  of  Alexander  and 

family  of  Darius,  23  2 
cushion  covers,  199-203,  204,  205, 

685-87,  688-91,  692,  693,  694-96 
Cutting,  Olivia  M.,  gift,  322,  323 
Cutting,  W.  Bayard,  gift,  528,  53 1 
Cutting,  William  Bayard,  tapestries  given  in 

memory  of,  322,  323 
Cutting,  Mrs.  W.  Bayard,  gift,  692 
Cyclopes,  390 


D 

daisies,  flowers  of  Margaret  of  Austria,  32, 
34 

Dalingridge,  arms,  180 

Dalmatic,  Netherlandish  16th-century 

vestment,  194, 195 
Dalva,  vestment  owned  by,  192 
damask 

imitated  in  Savonnerie  panel,  646 
imitated  in  tapestry,  386,  392,  396, 753 
Dan,  with  Rachel  and  Bilhah,  142, 144 
Dance,  Beauvais,  18th-century  tapestry, 
528-31 

dancing,  occupation  for  January,  335 
Danish  18th-century  tapestry,  Annuncia- 
tion, 770 

Daphnis  and  Chloe,  scene  from  story, 

365-68 
Darius 

at  battle  of  Arbela,  234 

family  with  Alexander,  232 
David,  victory  of,  118 
Davis,  Theodore  M.,  bequest,  218 
De  Spencer,  arms,  180 
Dearie,  John  Henry 

drawings,  746,  figs.  85,  86 


tapestry  designed  by,  746, 748,  749 
Death,  personification  of,  110 
Death  of  Cleopatra,  Flemish  17th-century 

tapestry,  206,  216 
December,  occupations  of,  42, 43 
December,  Goeblins  18th-century  tapestry, 

331,356-60 
December  (Final  Assault  on  the  Boar), 

Gobelins  17th-century  tapestry,  308, 

3I2"15 

Dekerm,  Mme  Lucie,  tapestries  in  sale,  295 
Delaune,  Etienne,  engravings,  248,  255,  fig. 
20 

delta,  Greek,  for  Diane  de  Poitiers,  251,253, 

255,256,258 
Denia,  duchess  of,  tapestries  owned  by,  89 
Denmark,  prince  and  princess  of,  tapestries 

owned  by,  535 
Desache  collection,  tapestry  formerly  in, 

754 

Deshays,  Jeanne  Elisabeth  Victoire, 

Boucher's  Daughter,  Gobelins 

18th-century  tapestry,  383,  384 
designers,  see  monograms,  designers; 

names,  designers 
Desmares,  Christine  Antoine,  tapestry 

formerly  identified  as,  376,  377 
Desportes,  Francois 
paintings,  490,  figs.  52,  53;  491,  fig.  59; 

653,  figs.  78,  79 
Savonnerie  panels  designed  by,  652,  653, 

655,656 
tapestry  designs,  369,  372,  394 
Destruction  of  the  Children  of  Niobe, 

Mortlake  17th-century  tapestry,  700, 

702-04 
Devil,  110 

Deyrolle,  tapestry  perhaps  woven  by,  417, 

418 
Diana 

destroying  Niobe's  children,  702 
as  moon,  188 
with  stag,  268 
Diana,  Scenes  from  the  Story  of,  French 

16th-century  tapestries,  247-59 
Diana  and  Actaeon,  Gobelins  17th-century 

tapestry,  316—21 
Diana  and  Her  Nymphs,  French  17th- 
century  tapestry,  278-82 
Diane  de  Poitiers,  tapestries  made  for, 
247-59 

Dick,  Harris  Brisbane,  Fund,  tapestries 

bought  by  means  of,  305,  309 
Dictynna,  name  for  Britomartis,  254,  255 
digging,  occupation  of  March,  28,  30 


Dighton,  tapestry  formerly  owned  by,  687 
Diligence,  personification  of,  93 
Docility,  personification  of,  96 
Dr.  Lazarus  Markijzus,  Russian 

18th-century  tapestry,  806,  807 

dog 

armor,  315 

symbol  of  envy  or  avarice,  121, 123 
symbol  of  gluttony,  1 10, 1 1 2 
symbol  of  fidelity,  63  8 
The  Dog  and  Its  Reflection,  Aubusson  1 8th- 

century  tapestry,  630,  631 
The  Dog  with  a  Clog,  Aubusson  1 8  th- 

century  tapestry,  629, 63 1 
Dolivar,  Jean,  engraving,  438,  fig.  46 
Dollfus,  Jean,  tapestry  in  sale,  175 
dolphin 

symbol  of  Dauphin,  580,  582 
symbol  of  water,  278 
Dow  Quixote,  tapestry  with  scene  from, 
369-75 

Doralice,  lover  of  Manricardo,  275 
Doria,  Andrea,  103, 104 
Doria  family,  arms,  100, 102, 103 
Dorliac,  Jacques,  tapestry  woven  by,  621 
Dorotheum,  Vienna,  tapestry  sold  at,  240 
Dorset,  duke  of,  tapestries  formerly  owned 
by,  701 

Doucet,  A.,  tapestries  said  to  have  been 

owned  by,  309 
Doyley,  arms,  181 

Draper,  Mary  Anna  Palmer,  bequest,  230, 
712 

Draperies  bleues,  see  The  Swing,  the 
Harvest,  and  Cherry  Picking 

drawings  for  embroideries,  Charles  Le  Brun, 
665 

drawings  for  tapestries 

Francois  Boucher,  393,  394,  fig.  41;  538, 

539,  540?  545 
Antoine  Caron,  268,  271,  272,  fig.  23 
John  Henry  Dearie,  746 
Jean  Baptiste  Huet,  560 
Master  of  the  Months  of  Lucas,  332 
Jean  Baptiste  Oudry,  490;  491,  figs. 

48-51,  55-58;  500;  514,  fig.  60;  540, 

632 

Drayton  House,  tapestries  formerly  at,  701, 

702 
Dresden 

Bruhl  Palace,  tapestries  formerly  in,  120 
Picture  Gallery,  tapestries  formerly  in, 
120 

Drowning  of  Britomartis,  French 

16th-century  tapestry,  247,  251-55 
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Dublin 

tapestry  made  in,  730 

Weavers'  Guild,  tapestry  formerly  owned 

by,  730,731 

Duke,  Doris,  gift,  369,  374 
Duke,  Mrs.  Nanaline  H.,  gift,  369,  374 
Dupont,  Bertrand  Francois,  head  of  Savon- 
nerie  manufactory,  653,  655 
banner  woven  by,  646 
Dupont,  Pierre,  knotted  fabric  weaver,  645 
Durameau,  Louis  Jean  Jacques 
painting,  412,  fig.  44 
tapestry  designed  by,  408, 409, 411, 412 
Diirer,  Albrecht 

portrait  of  Maximilian  I,  22,  fig.  1 
prints  related  to  tapestries,  60,  fig.  5;  69, 
fig.  6;  80,  fig.  8;  83,  fig.  9;  124,  192, 
691, 759, 763,  %.  89;  7^4,  fig-  90;  766, 
fig.  93 

school  of,  print  related  to  tapestry,  83,  fig. 
10 

Durindana,  Orlando's  sword,  275 
Duruy  the  Younger,  tapestry  woven  by,  4 1 9, 
422 

Dutch  tapestries 
Table  carpet  with  unicorns,  240 
Verdures  with  animals  and  landscapes, 

185, 186 
see  also  Netherlandish  tapestries 
Duveen,  Joel,  tapestries  formerly  owned  by, 
509,510 

Duveen,  Joseph,  tapestry  formerly  owned 
by,  55 

Duveen  Brothers,  tapestries  formerly  owned 

by,  333,  494 
Duvivier,  Nicol  Cyrien,  head  of  Savonnerie 

manufactory,  654,  664 
Duvivier,  Pierre  Charles,  head  of  Savonnerie 

manufactory,  653 
Duyardin,  tapestry  formerly  owned  by,  1 13 
Dyck,  Anthony  van,  tapestry  copies  of 

paintings,  807,  808,  809,  810 


E 

E  . . . ,  tapestry  probably  in  1909  Paris  sale, 

eagle,  Napoleonic  symbol,  419, 424 
eagle,  two-headed,  26, 79, 121, 132, 154, 
312,  324,  335,  342,  354, 704,  706 

of  Ottoboni  arms,  776,  777 

Portuguese  type,  800 


The  Eagle  and  the  Beetle,  Aubusson  18th- 
century  tapestry,  630,  63 1 

The  Eagle  and  the  Magpie,  Aubusson  18th- 
century  tapestry,  629,  63 1 

eaglets  looking  at  sun,  794, 795 

Earth,  Allegory  of,  Gobelins  18th-century 
tapestry,  385,  386,  388,  393,  394 

Eastnor  Castle,  tapestries  formerly  in,  333, 
334 

Ecce  Homo,  Flemish  16th-century  tapestry, 
83-86;  see  also  Christ  Shown  to  the 
People 

Egg  Seller,  Beauvais  1 8th-century  tapestry, 

507,508,  509,517 
Egmont,  Justus  van,  tapestries  designed  by, 

206-17 
Egypt 

secrets  revealed,  584 
symbols  of,  585 
Einstein,  E.,  tapestry  formerly  owned  by, 
803 

Eisen,  Charles,  print  after,  636 

Electors  of  Saxony,  see  Saxony,  Electors  of 

Elements,  280 

allegories  0^385,393 
borders,  154, 155, 157, 158, 159 
see  also  under  separate  names 
Elements  and  Seasons,  French  17th-century 

enbroideries,  66$— j 6 
Elephant,  Beauvais  17th-century  tapestry, 

441,442,  448-50 
elephants  at  battle  of  Arbela,  234 
Elevation  of  the  Cross,  German  16th- 
century  tapestry,  759,  764-66 
Eliezer  and  Rebekah  at  the  Well,  Flemish 

tapestry  about  1600, 199,  202 
Eliezer,  Rebekah,  and  Laban,  Flemish 

tapestry  about  1600, 199,  202 
Elizabeth,  empress  of  Russia,  tapestry 

formerly  identified  as,  803 
The  Elms,  Newport,  tapestries  formerly  in, 

286 

embroideries,  Catalan,  Scenes  from  the 

Story  of  Galceran  de  Pinos,  8 14-20 
embroideries,  Chinese  after  European 

designs,  Story  of  Troy,  796-802 
embroideries,  French  16th  century,  Table  of 

Cebes,  260-66 
embroideries,  French  17th  century 

Atalanta  and  Meleager  with  Fountains  of 

Versailles,  677-81 
Seasons  and  Elements,  665-76 
Emery,  Thomas,  gift,  473, 474 
emperor,  Roman,  153, 15  6, 157 


Emperor  Joseph  II,  Savonnerie  panel, 
662-64 

Emperor  of  China,  Story  of,  tapestry  from 

set,  461-68 
empress 

Byzantine,  perhaps  Placilla,  3  8, 39, 43, 44 

of  China,  461, 463 
Enfants  de  Boucher,  tapestry  panels,  405 
Enghien,  tapestry  probably  made  at, 
180-84 

English  royal  arms,  tapestry  with,  223-27 
English  17th-century  tapestries 

Annunciation,  Adoration  of  the  Shep- 
herds, and  Adoration  of  the  Kings, 
685-87 

Circumcision,  694-96 

Destruction  of  the  Children  of  Niobe, 
700,  702-04 

The  Horses,  700-06 

Judith  with  the  Head  of  Holofernes  and 
Her  Maid,  692,  693 

News  of  the  Stag,  708-1 1 

Parable  of  the  Prodigal  Son,  688-91 

Sacrifice  of  Isaac,  6^j-^ 

Seizure  of  Cassandra  by  Ajax,  700, 
704-06 

English  18th-century  knotted  fabric  panel, 

Parrot  and  Squirrel,  740-42 
English  18th-century  tapestries 

Arabesques,  726-29 

Autumn,  712,  714-16 

Indo-Chinese  Scenes,  717-25 

Panel  with  flowers,  737 

The  Seasons,  712-16 

Spring,  712-14 

Upholstery  panels,  733-36, 738, 739, 

743,744 
English  20th-century  tapestries 
Greenery,  746-49 
Head  of  a  Woman,  745 
Entombment  of  Christ,  59 
Ephraim,  blessed  by  Jacob,  42, 43 
Ephrussi,  Michel,  tapestries  formerly  owned 
by,  295 

Eric,  Seward  W.,  gift,  640,  642 
Erlanger,  baron,  tapestry  formerly  owned 
by,  63 

Erminia  and  the  Shepherd,  Roman  1 8th- 

century  tapestry,  776,  784,  785 
Ernst  Heinrich,  prince,  tapestry  formerly 

owned  by,  120 
Esau  Selling  His  Birthright  to  Jacob,  Flemish 

16th-century  tapestry,  137, 140 
Espagnolette,  print  related  to  tapestry,  379, 

fig.  38 
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Ethesias,  personification  of  NE  winds,  35, 
37 

Europe 
animals  of,  599 

symbols  of,  582,  590, 591, 596, 597, 598, 

599 
Europe 

Beauvais  18th-century  tapestry,  572, 573, 

574,  578-82 
tapestry  upholstery  for  chair  backs,  572, 

596-99 

Europe  and  America,  tapestry  upholstery  for 

sofa  back,  572,  581-91 
European  Vision  of  America,  tapestries  in 

exhibition,  573 
Eurus,  personification  of  SE  wind,  32 
Exeter,  panel  possibly  woven  in,  740 
Expulsion  of  Hagar,  Flemish  tapestry  about 

1600, 199,  201 
eye  of  Justice,  361 


F 

Fables ,  La  Fontaine's,  stories  from,  505, 
626-32 

Fabre,  tapestry  formerly  owned  by,  45  8 
Faith,  personification  of,  92, 163 
Faith,  Flemish  17th-century  tapestry,  204, 
205 

falcon,  symbol  of  gluttony,  111,112 
False  Learning,  personification  of,  265 
Fame,  personification  of,  164,  574,  576 
fancy  dress,  332,  377,  379,  380 
fans  carried  by  winds,  32,  34,  35,  50 
Fantastic  Landscape,  Aubusson  18th- 
century  tapestry,  621 
Faubourg  Saint-Germain-des-Pres,  tapestry 

made  in,  275-77 
feasting,  occupation  for  January,  334 
February,  occupations  of,  26,  29 
Fenaille,  Maurice,  tapestries  formerly 

owned  by,  399 
fence  making,  occupation  of  March,  28,  30 
Fenis  de  Prade,  de,  embroideries  perhaps 

made  for  or  by  family,  260-66 
Fenollet,  arms,  814 
Ferdinand  of  Austria,  in  tapestry,  314 
Ferloni,  Pietro,  tapestries  woven  by,  776, 
777,  78o 

Festival  of  Psyche,  with  Bacchus,  Gobelins 
17th-century  tapestry,  294,  300,  302 

Festival  of  Psyche,  with  Mercury,  Gobelins 
17th-century  tapestry,  294,  295-97 
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Festus,  Porcius,  procurator  of  Judea,  168 
Fetes  italiennes,  see  Italian  Village  Scenes 
Filles  aux  raisins^  see  Girls  with  Grapes 
Final  Assault  on  the  Boar,  Gobelins 

17th-century  tapestry,  308,  312-15 
Fiordiligi,  lover  of  Brandimart,  275 
Fire,  French  17th-century  embroidery,  665, 

674 

Fire,  Allegory  of,  Gobelins  18th-century 

tapestry,  385,  390,  393,  395 
fireplace,  warming  hands  at,  occupation  for 

February,  26,  29 
Fire  screens,  panels  for,  477,  740-42 
fishes,  zodiac  sign,  see  Pisces 
fishing 

occupation  for  March,  339 
occupation  for  November,  353 
scene,  187 

Flacilla,  see  Placilla 

flag,  U.S.,  574,576 

Flagellation,  column  of,  59 

flax  breaking,  occupation  of  autumn,  715, 
716 

Flectimur  non  frangimur  undis,  motto,  195, 
196 

Flemish  16th-century  tapestries 
Adoration  of  the  Kings,  54-5  5 
August,  45-47, 49-5o 
Autumn,  24,  35-38 
Ball  Game,  171-76 
Garden  and  hunting  scene,  169, 170 
Interior  scene,  21—23 
Lewknor  Armorial  Table  Carpet,  1 80-84 
Moon  and  Her  Children,  187-90 
Romans  with  Their  Sabine  Wives,  1 27, 
129-32 

Sabine  Women  Stopping  the  Battle 
Between  the  Romans  and  the  Sabines, 

127,132-36 
Spring,  24,  26-30 

Story  of  the  Romans  and  the  Sabines, 

127-36 
Summer,  24,  30-35 
Verdures  with  animals  and  landscapes, 

184, 185 

Verdures  with  giant  leaves,  177-79 
vestment,  192, 193 
Winter,  24,  3  8-44 
see  also  Brussels,  tapestries  made  in 
Flemish  17th-century  tapestries 
Arms  of  William  and  Mary,  225-27 
Autumn,  220-23 
Battle  of  Actium,  206,  214,  215 
Cleopatra  Asked  to  Pay  Tribute  to  Rome, 
206,  208 


Cleopatra  Dissolving  the  Pearl,  206, 

212—14 
Faith,  204,  205 
Landscape  with  birds,  218 
Meeting  of  Anthony  and  Cleopatra,  206, 

209-12 

Story  of  Antony  and  Cleopatra,  206-17 
Flemish  18th-century  tapestries 
Alexander  and  the  Family  of  Darius,  23 1, 

232-34 
Battle  of  Arbela,  23 1,  234-36 
Flora,  237—41 
Harvest,  228-30 
Flemish  tapestries  about  1600,  Scenes  from 
the  Lives  of  Abraham  and  Isaac, 
cushion  covers,  199-203 
Fletcher,  Isaac  D.,  bequest,  169, 170 
Fletcher  Fund,  tapestries  bought  by  means 

of,  119, 120, 180, 182, 622 
Flora 

as  Spring,  667 
as  summer  wind,  32,  34 
Flora,  Flemish  18th-century  tapestry, 
237-41 

Florentine  17th-century  tapestry,  Moses 

Striking  the  Rock,  772—75 
Florentine  tapestry  orphrey  fragment, 

Annunciation,  771 
Floris,  Cornells 

engraving,  105,  fig.  12 
tapestries  related  to  prints  by,  105 
Flowers,  panel  with,  English  18th-century 

tapestry,  737 
Flowers  and  Fruit  with  a  Bird  and  an 

Animal,  perhaps  Savonnerie,  649 
Flowers  in  a  Golden  Vase,  with  a  Parrot, 

Savonnerie  panel,  658 
Flowers  in  a  Golden  Vase,  with  Three  Birds, 

Savonnerie  panel,  648 
Flowers  in  a  Silver  Vase,  Savonnerie  panel, 

650 

Flowers  in  a  Vase  and  Two  Plums,  Gobelins 

1 9th-century  tapestry,  4 1 7—1 8 
Foliot,  Nicolas  Quinibert,  furniture  with 

stamp  of,  484 
Follot,  screen  frame  by,  611,  613 
Fontainebleau 

tapestries  formerly  at,  309 
tapestries  possibly  made  at,  249,  259 
Fontenay,  Belin  de,  see  Belin  de  Fontenay 
foot,  gigantic,  stone,  154,  156 
Forneca,  see  Saint  Veronica 
Fortitude,  personification  of,  9  3 ,  9  6, 1 64 
Fortune-Teller,  The  Gypsy,  Beauvais  1 8th- 

century  tapestry,  507,  508,  509, 

515-18 


fountains  of  Versailles,  in  embroidery,  677, 
681 

The  Four  Continents,  Beauvais  1 8th- 

century  tapestries,  572-605 
Fournes,  dealer,  tapestry  formerly  owned 

by,  562 

The  Fox  and  the  Goat,  Aubusson 
18th-century  tapestry,  626,  631 

The  Fox  and  the  Grapes,  Aubusson 
18th-century  tapestry,  626,  63 1 

The  Fox,  the  Wolf,  and  the  Horse,  Aubusson 
18th-century  tapestry,  626,  631 

Foy,  Mrs.  Byron  C,  gift,  557,  562 

Fragments  d*  Opera,  tapestry  series,  544 

Fragments  of  a  lower  border,  Gobelins  17th- 
century  tapestries,  291-93 

Fragonard,  Jean  Honore,  tapestry  possibly 
related  to,  636 

France 
arms,  578 

History  of,  Gobelins  18th-century 

tapestries,  408—14 
personification  of,  576,  584,  590 
Francis  I,  emperor,  663,  fig.  80 
Franklin,  Benjamin,  basic  idea  of  tapestry 

from,  578 
Frederick  Augustus  III,  king  of  Saxony, 

tapestries  formerly  owned  by,  119, 120 
Frederick  Ferdinand,  prince  of  Denmark, 

tapestries  formerly  owned  by,  535 
Fremont,  tapestries  woven  by,  61 1 
French  8c  Co.  * 
embroideries  formerly  owned  by,  261 
works  formerly  owned  by,  25, 120, 153, 
226,  309, 467,  562,  636,  667 
French  16th-century  embroideries 
Garden  of  False  Learning,  260,  262-65 
Table  of  Cebes,  260-66 
Wayfarer  Crowned  by  Happiness,  260, 
265,  266 
French  16th-century  tapestries 
Blasphemy  of  Niobe,  247,  255-59 
Drowning  of  Britomartis,  247,  251-55 
Moon  and  Her  Children,  1 87-90 
Scenes  from  the  Story  of  Diana,  247-59 
French  17th-century  embroideries 
Air,  665, 672-74 

Atalanta  and  Meleager  with  Fountains  of 

Versailles,  677-81 
Fire,  665,  674 

Seasons  and  Elements,  665-76 
Spring,  665,  667-71 
Summer,  665, 671, 672 
French  17th-century  tapestries 


Arms  of  the  Greder  Family  of  Solothurn, 

Switzerland,  437-40 
Combat  of  Manricardo  and  Zerbino, 

275-77 

Diana  and  Her  Nymphs,  278-82 

Two  Statues,  268-74 

see  also  Beauvais  17th-century  tapestries; 

Gobelins  17th-century  tapestries 
French  18th-century  knotted  fabric  panel, 

A  Parrot,  Three  Ducks,  and  a  Butterfly, 

661 

see  also  Savonnerie  panels 
French  18th-century  tapestries,  see 

Aubusson  18th-century  tapestries; 

Beauvais  18th-century  tapestries; 

Gobelins  18th-century  tapestries 
French  19th-century  tapestries,  see 

Aubusson  19th-century  tapestries; 

Beauvais  19th-century  tapestries; 

Gobelins  19th-century  tapestries 
French  20th-century  tapestries,  see 

Aubusson  20th-century  tapestry; 

Beauvais  20th-century  tapestries 

French  royal  arms,  331, 
Friedsam,  Michael,  bequest,  21,  23, 79,  82 
Frink,  Angelika  Wertheim,  bequest,  619 
The  Frog  and  the  Ox,  Aubusson 

1 8th-century  tapestry,  63 1,  63  2 
frost,  personification  of,  42, 43 
Fulham  Manufactory,  tapestries  possibly 

made  at,  738,739,  74° 
furniture  covers,  see  upholstery 


G 

Galceran  de  Pinos,  Scenes  from  the  Story  of, 

Catalan  embroideries,  814-20 
Galceran  de  Pinos  Preventing  the  Shipment 

of  the  Ransom,  Catalan  embroidery, 

814,818,820 
games,  children's,  13  5 ;  see  also  Ball  Game 
Garden  and  hunting  scene,  Flemish 

16th-century  tapestry,  169, 170 
Gardener,  Beauvais  1 8th-century  tapestry, 

507,  508,  509,  52-1-^3 
gardening 

occupation  for  March,  337-39 
occupation  for  April,  30,  34 
occupation  for  spring,  714 
Garden  of  False  Learning,  French 

16th-century  embroidery,  260, 262-65 
Gardens,  Beauvais  20th-century  tapestries, 

611— 13 


Garland,  James  A. 

tapestries  formerly  owned  by,  106 

tapestry  in  sale,  803 
Gatellier,  Chateau  de,  tapestries  formerly  in, 
509 

Gatellier,  Boulard  de,  tapestries  made  for, 

507,  509 
Garter,  order  of,  225, 730 
Geer,  van  der 
arms  of,  195 

vestments  probably  made  for  family,  194 

Geerardsbergen,  see  Grammont 

Gemini,  zodiac  sign,  32, 45,  343, 671 

George,  king  of  Greece,  tapestries  formerly 
owned  by,  494,  535 

George  II,  Portrait  of,  Irish  tapestry,  730-32 

Gerard,  Francois 

portraits  of  Napoleon,  419, 422 
tapestry  after  painting  by,  419, 422, 423 

Germaine,  Sir  John,  tapestries  formerly 
owned  by,  701 

German  16th-century  tapestries 
Ascension,  759, 766 
Augustus  I  of  Saxony,  753,754 
Baptism,  759, 760-62 
Christ  Carrying  the  Cross,  759,  763-64 
Christ  Washing  the  Disciples'  Feet,  759, 
762,  763 

Elevation  of  the  Cross,  759,  764—66 
The  Passion,  759-69 
Pentecost,  759,  767, 768 
Stag  Hunt,  756-58 
Gerusalemme  Liberata,  Scenes  from,  Roman 

18th-century  tapestries,  776-85 
GG,  monogram  for  Greder,  437 
Gillespie,  Lillian  Stokes,  bequest,  164, 165, 

187, 190,  220,  223 
Gimbel  Brothers,  tapestries  sold  by,  25 
gimblettes,  hard  biscuits,  518 
Gimpel,  Rene,  tapestry  formerly  owned  by, 
77 

Girl  Playing  a  Recorder,  Russian 

18th-century  tapestry,  806,  811 
Girls  with  Grapes,  Beauvais  18th-century 

tapestry,  507,  508,  509,  524-26 
Giulio  Romano 

or  assistant,  drawings,  294;  297,  fig.  29; 

302,  fig.  31 
and  assistants,  Palazzo  del  Te  frescoes, 
294;  296;  301,  fig.  28;  304,  fig.  32; 
305,  fig.  33 
school  of,  drawing,  290,  fig.  27 
tapestries  possibly  designed  by,  88 


833 


Giulio  Romano,  Mythological  Subjects 

After,  Gobelins  17th-century  tapestries, 
294-307 

Glaize,  Franciszek,  tapestry  probably  woven 

by,  790, 791 
Glenham,  Constance,  tapestry  formerly 

owned  by,  181 
Glory,  personification  of,  576 
Gluttony,  Flemish  16th-century  tapestry, 

110— 14 

goat,  zodiac  sign,  see  Capricorn 

Goats,  The  Two,  Aubusson  18th-century 

tapestry,  629,  63 1 
Gobelins  17th-century  tapestries 
Arrival  at  the  Hunting  Lodge,  308, 

310—12 
Autumn,  322,  325-28 
Cupid  and  Psyche  Bathing,  294,  302-05 
Diana  and  Actaeon,  3 1 6-2 1 
Festival  of  Psyche,  with  Bacchus,  294, 
300,  302 

Festival  of  Psyche,  with  Mercury,  294, 
195-97 

Final  Assault  on  the  Boar,  308,31 2-1 5 
Fragments  of  a  lower  border,  291-93 
Hunts  of  Maximilian,  3  08-1 5 
Mythological  Subjects  After  Giulio 

Romano,  294-307 
Mythological  Subjects  After  Raphael, 

285-93 
Seasons  of  Lucas,  322-30 
Shepherds  and  Shepherdesses  Dancing, 

2.94^305,306 
Summer,  322,  323,  325 
Venus  and  Adonis,  290,  291,  295 
Venus  in  Her  Chariot,  285,  286-88 
Winter,  322,  328-30 
Gobelins  18th-century  tapestries 
Allegory  of  Air  (Croome  Court 

tapestries),  385, 386,  388,  393, 394 
Allegory  of  Earth  (Croome  Court 

tapestries),  385,  386,  388,  393,  394 
Allegory  of  Fire  (Croome  Court 

tapestries),  385,  390,  393,  394 
Allegory  of  Water  (Croome  Court 

tapestries),  385,  388,  389,  393,  394 
Boucher's  Daughter,  Jeanne  Elisabeth 

Victoire  Deshays,  383,384 
Boy  with  Bagpipe,  405-07 
Cephalus  and  Aurora,  385,386,388,393 
Continence  of  Bayard,  408-10, 412, 413 
Croome  Court,  385—401 
Daphnis  and  Chloe,  365-68 
History  of  France,  408-16 


Memorable  Judgment  of  Sancho  Panza, 

369-75 

Neptune  Rescuing  Amymone,  385,  388, 

389,393,394 
Portiere  with  Chauvelin  arms,  361-64 
Sully  at  the  Feet  of  Henri  IV,  408-10, 

413-16 
Upholstery  panels,  402-04 
Venus  Visiting  Vulcan,  385,  390,  393, 

394 

Vertumnus  and  Pomona,  385,  386,  388, 
393,394 

Young  Woman,  Called  the  Spanish  Girl, 

379-81 

Young  Woman  Holding  a  Mask,  376-78 
Gobelins  19th-century  tapestries 
Flowers  in  a  Vase  and  Two  Plums, 

417-18 
Portrait  of  Napoleon  1, 419—25 
Godfrey  of  Bouillon  reaching  Jerusalem, 
782 

gods 

as  rulers  of  zodiac  signs,  52  n.  1 

tapestry  series  of,  237 
Golden  Ass,  Apuleius's  story  from,  296 
Golden  Fleece 

collar  of,  3  3 1 

emblem  of,  312 

order  of,  662 
Golf  Book,  illumination  related  to  tapestry 

in,  335,  337,  %-35 
Gombaut  and  Macee,  tapestry  from  set, 
171-76 

Gouda,  tapestries  perhaps  made  in,  1 84, 
194-98 

Gould,  Edith  Kingdon,  tapestries  given  in 

memory  of,  564,  566 
Gould,  George,  tapestries  formerly  owned 

by,  566,  567 
Gould,  Kingdon,  gift,  564,  566 
Grammont,  tapestries  made  in,  Verdures 

with  giant  leaves,  177-79 
Grand  Trianon,  upholstery  made  for,  606 
grass  cutting,  occupation  of  July,  3  5 
Great  Horses,  see  Horses 
Greder,  Francois  Laurent,  tapestries 

probably  made  for,  437, 438 
Greder  Family  of  Solothurn,  Switzerland, 

Arms  of  the,  French  17th-century 

tapestries,  437-40 
Greece,  king  George  of,  tapestries  formerly 

owned  by,  494 
Greenery,  English  20th-century  tapestry, 

746-49 


Gregory  of  Tours,  story  from,  43 
Grignon,  Jean  Baptiste,  tapestries  perhaps 

woven  by,  738 
Grillo  family 
arms,  247 

tapestries  formerly  owned  by,  249,  259 
Grimou,  Alexis 

engraving  after,  379,  fig.  38 
painting  copied  in  tapestry,  379,  380,  fig. 
39 

Grimthorpe,  lord,  tapestries  in  sale,  85 
Gronland,  Theude,  tapestry  designed  by, 
608 

Grommaire,  Saint,  in  stained  glass,  25,  fig.  3 
Grotesques,  Berain,  Beauvais  17th-century 

tapestries,  441-58 
Grotesques  on  a  red  ground,  Flemish 

16th-century  tapestries,  105-08 
Grotesques  with  Minerva,  Flemish 

16th-century  tapestry,  100-04 
guardian  angel,  814 

Guerault,  Francis,  Savonnerie  panels  in  sale, 
651 

Guest,  Mrs.  Winston  F.  C,  gift,  115,118, 
260,  261 

Guyot,  Laurent,  cartoons  for  Artemisia 
series,  272 

gypsies,  costume  of,  5 1 5 

Gypsy  Fortune-Teller,  Beauvais  18th- 
century  tapestry,  507,  508,  509, 
515-18 


H 

Hagar,  Expulsion  of,  Flemish  tapestry  about 

1600, 199,  201 
Hainauer,  Oscar,  tapestry  formerly  owned 

by,  55 

Halle,  Claude  Guy,  tapestries  designed  by, 
291-93 

Hamilton  Palace,  tapestries  in  sale  of,  566, 
778 

Hamot,  L.  and  R.,  tapestry  formerly  in 

collection,  467 
Hannah  and  the  Infant  Samuel,  Russian 

18th-century  tapestry,  806,  807 
Happiness,  personification  of,  265, 266, 582 
The  Hare  and  the  Tortoise,  Aubusson  1 8th- 

century  tapestry,  630,  632 
Harewood,  earl  of,  tapestries  formerly 

owned  by,  735 
Harkness,  Mary  Stillman,  bequest,  685,  687 
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Harland,  tapestry  woven  by,  419, 422 
harp,  attribute  of  Aesculapius,  35,37 
harpies,  110, 112 

Harris,  Frederic  R.,  tapestries  bought  by 

means  of  gift  from,  408, 410 
harrowing,  occupation  of  October,  50 
Hartford,  Wadsworth  Atheneum,  tapestries 
in  1951—52  exhibition,  106,  250,  380, 
689,698 
The  Harvest 

Beauvais  18th-century  tapestry,  557 
Flemish  18th-century  tapestry,  228-30 
harvesting 

occupation  of  August,  35,  37,  347 
occupation  of  November,  353 
occupation  of  summer,  3  23 
Hawk  and  Three  Pheasants,  Savonnerie 

screen  panel,  652-54 
hawking,  occupation  of  July,  344 
haymaking,  occupation  of  July,  35,  37,  346 
Head  of  a  Woman,  English  20th-century 

tapestry,  745 
Head  of  the  Virgin  (Mater  Dolorosa), 

Roman  18th-century  tapestry,  788 
Hearst,  William  Randolph 

tapestries  formerly  owned  by,  467,  738 
tapestries  given  in  memory  of,  24,  25 
Hearst  Foundation,  tapestries  given  by,  24, 

heart,  flaming,  symbol  of  Love,  93 

Hebrew  letters,  66,  67 

Hecke,  Jan  Frans  van  den,  tapestry  woven 

by,  220,  222 
Hecke,  Jan  van  den,  weaver,  128, 136 
Hecke,  Pieter  van  den,  tapestry  woven  by, 

220,  222 

hedgehog,  symbol  of  gluttony,  111,112 
Heemskerck,  Maarten  van 

engravings,  154, 157,  figs.  15,  16, 17 
tapestry  after  engravings  by,  1 54, 1 57 
Heidelbach,  Julie,  bequest,  379,  380,  383, 
384, 417, 418,  608,  648,  650,  658, 
659, 660,  661 
Heilbronner,  dealer,  tapestries  formerly 

owned  by,  89, 177 
Heineman,  Mrs.  Dannie,  gift,  733,  735 
Helen,  Rape  of,  Chinese  17th-century 

embroidery,  796,  798, 799 
Hempstead,  N.Y.,  tapestry  in  1972 

exhibition,  608 
Henri  II 

compared  to  Mausolus,  270 
symbols  of,  248,  251 
Hephaestion,  with  Alexander,  232 


Hercules 

choice  of,  30,  32,  34 
last  labor  of,  37,  38 
plucking  apples  of  Hesperides,  37,  38 
supporter  of  arms,  225,  226,  227 
The  Heron,  Aubusson  18th-century 

tapestry,  626,  631 
Herse,  Bridal  Chamber  of,  Brussels 

16th-century  tapestry,  86, 91-93 
Hertford,  fourth  marquess  of,  tapestry 

formerly  owned  by,  5  5  5 
Herzeele,  Joost  van,  tapestries  probably 

woven  by,  127—36 
Hesperides,  37,  38 

Hewitt,  Lucy  Work,  bequest,  437, 440 
Hickes,  Francis,  tapestries  woven  by, 

685-87,  694-96 
Hi  jar,  fourth  duke  of,  tapestries  probably 

made  for,  814,  815 
Hfjar  arms,  814 

Hillingdon,  baron,  tapestry  formerly  owned 
by,  407 

Hinard,  Louis  and  Jean  Baptiste,  Paris 

weavers,  438 
Henri  IV  with  Sully,  Gobelins  18th-century 

tapestry,  408-10, 412-16 
History,  personification  of,  576 
History  of  France,  Gobelins  1 8th-century 

tapestries,  408—16 
Hoentschel,  Georges,  works  in  collection, 

476, 483,  502,  549,  617,  618,  623, 

624,  625,  639,  645,  654,  664 
Holland  family,  arms,  180 
Ho lo femes,  head  of,  93 ;  see  also  Judith 
Holy  Roman  Empire 
arms  of,  156 
crown  of,  662 
Honi  soit  qui  mal y  pense,  Garter  motto,  225 
Honthorst,  Gerard,  tapestry  copy  of 

painting  by,  811 
Hope,  personification  of,  92,  96 
Horenbout,  Gerard,  miniature,  335,  337, 

%  35 

The  Horses,  English  17th-century  tapestries, 
700—06 

horse  trapping,  Caparison,  Aubusson  18th- 
century  tapestry,  633-35,  figs.  75>  76 

hot  cockles,  children's  game,  135 

Hotspur,  tapestry  formerly  owned  by,  737 

hotte,  basket  for  grapes,  37 

Houasse,  Rene  Antoine,  tapestries  designed 
by,  294,  297, 469 

Houdemare,  Mme  d',  tapestries  probably 
owned  by,  309 


Houel,  Nicolas,  compiler  of  life  of 
Artemisia,  268,  270 
sonnet  by,  fig.  24 
houlette,  shepherd's  tool,  171, 172, 176, 

340,  5i5?  557,  711 
hourglasses,  24, 45, 46 
Houte,  Adrian  van  den,  25 

windows  designed  by,  44  n.  4 
Houte,  Pieter  van  den,  25 
Howard,  Colonel  Henry,  tapestry  in  sale, 

698 

Hudson,  R.  W.,  tapestries  formerly  owned 

by,  509,5!° 

Huet,  Jean  Baptiste 
drawing,  560,  fig.  64 
engraving  after,  638,  fig.  77 
paintings  related  to  tapestries,  560 
tapestry  designed  by,  557,  560, 638 
The  Hunter,  Beauvaise  18th-century 

tapestry,  507,  508,  509,  523,  524 
The  Hunter's  Chase,  tapestries  from  set, 

708-11 
hunting 

coat  for  hound,  312 
occupation  of  September,  349 
scenes,  169, 170,  686,  690, 793;  see  also 
boar  hunt;  Hunters'  Chase;  Hunts  of 
Maximilian;  Months  of  Lucas  (July, 
September);  Stag  Hunt;  Table  carpet 
with  a  hunting  scene 
symbols  of,  248 
Hunts  of  Maximilian,  Gobelins 

17th-century  tapestries,  308-15 
English  copy,  710 
Huquier,  Gabriel,  engraving,  fig.  47 
Hussey,  arms,  180 
hut  on  pole,  in  vineyard,  327,  330 
Hyde,  James  Hazen 
gift,  633 

gift  of  Estate,  568,  571 
Hymen,  with  Venus  and  Adonis,  290 


1 

ICM,  weaver's  monogram,  761,  763, 765, 
766,  767 

Ikle  collection,  tapestry  formerly  in,  695 
Indian  miniatures,  sources  of  tapestry 

figures,  722, 724 
Indo-Chinese  Scenes,  English  18th-century 

tapestries,  717-25 
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initials 

A  for  Alexandre,  comte  de  Toulouse,  330 
N  for  Napoleon,  606 
initials,  manufactories,  Gobelins,  361,  369, 
370 

initials,  weavers 

Philippe  Behagle,  455,457 
Seger  Bombeck,  753,  754 
Andre  Charlemagne  Charron,  534,  550, 
553 

Jan  van  Leefdael,  206,  212 
de  Menou,  572,  584,  588 
TC,  138 

see  also  monograms 
Innkeeper,  see  Collation 
inscriptions 

Catalan,  816,  820 

English,  698,  746 

French,  171,  172,  247,  248,  254,  256, 

369,633,640 
German,  761, 763, 765,  766,  767 
Greek,  633 
Hebrew,  66,  67 
Italian,  780,  783,  784 
Latin,  24,  26,  28,  32,  33,  34,  35,  36,  37, 
41,  42, 43, 151,  209,  211,  212,  214, 
216,  692,753,772 
Interior  scene,  Flemish  16th-century 

tapestry,  21—23 
Iphigenia,  sacrifice  of,  802 
Irish  tapestry,  Portrait  of  George  II,  730-32 
Isaac,  Sacrifice  of 

English  17th-century  tapestry,  69-7-99 
Flemish  tapestry  about  1600, 199,  201 
Isaac  and  Rebekah,  Meeting  of,  Flemish 

tapestry  about  1600, 199,  203 
Isabey,  Eugene,  drawings  of  Napoleon,  422 
Ishmael,  son  of  Abraham  and  Hagar,  201 
Israel,  see  Jacob 
Israelites,  victory  of,  1 1 8 
Italian  tapestries,  see  Florentine  tapestries; 

Roman  tapestries 
Italian  Village  Scenes,  Beauvais 

18th-century  tapestries,  507-32 
IVH,  weaver's  mark,  probably  Joost  van 
Herzeele,  128, 131 


j 

Jacob 

accepting  Bilhah  from  Rachel,  142 
blessing  Joseph's  sons,  42, 43 


buying  Esau's  birthright,  140 
making  covenant  with  Laban,  145 
Jacob,  Story  of,  Flemish  16th-century 

tapestries,  137-50 
Jacob  Burying  Idols  Under  an  Oak  Tree, 
Flemish  16th-century  tapestry,  137, 
148, 150 

Jacob  Sacrificing  After  Making  a  Covenant 
with  Laban,  Flemish  16th-century 
tapestry,  137, 147, 148 
Jacques,  Maurice 
painting,  403,6^43 
tapestries  designed  by,  385,  394,  396, 
402, 403 

Jan  Malderus,  Bishop  of  Antwerp,  Russian 

18th-century  tapestry,  806,  810 
Janissaries,  Turkish,  719,  778,  780 
Jans,  Jean  Jacques,  tapestry  woven  by, 
376-78 

Jans,  Jean  the  Younger,  tapestries  woven  by, 
285,  291,  293,  294,  297,  302,  304, 
316-18 

January 

occupations  of,  26,  28,  29,  334,  335 
symbols  of,  26,  28 
January,  Gobelins  18th-century  tapestry, 

331,334-37 
Janus,  representing  January,  26,  28,  334, 

335 

Jardinier,  see  Gardener 
Je  maintiendray,  motto  of  House  of  Orange, 
225 

Jeurat,  Etienne,  tapestry  designed  by, 
365-68 

Jennings,  Mary  Brewster,  gift,  550,  555 

Jennings,  Oliver  G.,  tapestry  given  in 
memory  of,  550,  555 

Jerusalem,  in  background,  124,  783 

jester,  334,  342,  344 

Jode,  Gerard  de 

engraving,  129, 136,  fig.  14 
engraving  published  by,  198,  fig.  19 

Johannisberg,  Schloss,  tapestry  formerly  in, 

John,  Saint 

at  Ascension,  124 

at  Crucifixion,  59,  62 

at  Elevation  of  Cross,  765 

at  Last  Supper,  65,  67, 121, 192 

on  road  to  Calvary,  763 
Johnson,  Lindo  J.,  bequest,  268,  273 
John  the  Baptist,  at  Baptism,  760 
John  the  Baptist,  Saint,  on  vestment,  192 
Jones  family,  tapestry  made  for,  685 


Joram,  king  of  Hamath,  118 

Joseph 

as  child,  with  Rachel,  145 
sons  blessed  by  Jacob,  42, 43 
supervising  harvest  in  Egypt,  35,  37 

Joseph,  Saint 

at  Adoration  of  Kings,  54, 685 
at  Adoration  of  Shepherds,  685 

Joseph  II,  Emperor,  Savonnerie  panel, 
662—64 

Joshua,  victory  of,  1 18 

Joullain,  F.,  engraving  by,  372 

Juan,  Don,  of  Spain,  husband  of  Margaret  of 
Austria,  possible  tapestry  portrait,  22 

Jubier,  C.  L.,  engraving,  638,  fig.  77 

Judas,  at  Last  Supper,  65,  66, 121, 124, 192 

Judgment  of  Sancho  Panza,  The 
Memorable,  3  69-7  5 

Judith 

example  of  temperance,  1 10, 1 1 2 
with  head  of  Holofernes,  814 
and  Holofernes,  112, 113 
Judith  with  the  Head  of  Holofernes  and  Her 
Maid,  English  17th-century  tapestry, 
692,  693 

Juilliard,  Helen  C,  bequest,  45-52 

July,  occupations  of,  35, 37 

July,  Gobelins  18th-century  tapestry,  331, 

344-46 
June,  occupations  of,  32,  34 
Juno,  in  chariot,  164,  280 
Jupiter,  314 

as  Air,  665 

on  eagle,  279 

as  god  of  October,  50,  52 

mentioned  in  inscription,  247 
Justice,  personification  of,  94, 96,  361, 694 


K 

Kahn,  Gilbert  W.,  gift,  185, 793 
Kahn,  Otto  H.  and  Addie  W.,  tapestries 

given  by  children  of,  185, 793 
Kahn,  Roger  W.,  gift,  185,  793 
Kandel,  David,  woodcut,  260,  265,  266,  fig. 

22 

Kane,  Annie  C,  bequest,  100, 103 
Kangxi,  Chinese  emperor,  463 
Kelekian,  tapestry  formerly  owned  by,  771 
Kellogg,  Francis  L.,  gift,  469, 472 
Kempeneer,  William  de,  tapestry  with  mark 
of,  1 15-18 
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Kent  Gallery,  tapestry  formerly  owned  by, 
695 

Key,  Willem,  tapestry  related  to  painting  by, 
124 

keys,  Saint  Peter's,  646 
Kidson,  H.  E.,  tapestry  formerly  owned  by, 
780 

king,  symbol  of  May,  32,  34 
Kings,  Adoration  of  the,  see  Adoration  of 
the  Kings 

Kneller,  Geoffrey,  painting  of  George  II,  730 
Knight  family,  tapestry  formerly  owned  by, 
182 

Knole,  tapestries  formerly  at,  71 1 
knotted  fabrics 

English  1 8th-century ,  Parrot  and  Squirrel, 
740-42 

French  17th-century,  Landscape,  645 
French  18th-century,  A  Parrot,  Three 

Ducks,  and  a  Butterfly,  661 
see  also  Savonnerie 
Krell,  Hans,  portrait  by,  753, 754 
Kress,  Samuel  H.,  Foundation,  gifts  of,  385, 
399,405,407,655 


L 

Laban  embracing  Rachel,  145 

Laban  Looking  for  the  Images  and  Making  a 

Covenant  with  Jacob,  Flemish 

16th-century  tapestry,  137, 145, 147 
Laban,  Rebekah,  and  Eliezer,  Flemish 

tapestry  about  1600, 199,  202 
Labors  of  Hercules,  see  Hercules 
labors  of  months,  see  months,  occupations 

of 

La  Croix,  Dominique,  tapestries  woven  by, 

308-15,351 
La  Croix,  Jean  de,  tapestries  woven  by, 

308-15 

Lacroix,  Leon,  embroideries  formerly 

owned  by,  261 
La  Fontaine,  Fables,  stories  from,  505, 

626-32 

Lagrenee,  Jean  Jacques  the  Younger 

painting,  571,  fig.  65 

tapestries  designed  by,  568,  570,  571 
La  Hire,  Laurent  de 

painting,  281,  fig.  25 

tapestry  designed  by,  278-82 
Lancret,  Nicolas,  tapestry  copy  of  painting 
by,  809 


Landolfo-Carcano,  tapestries  probably  in 
sale,  440 

Landscape,  French  17th-century  knotted 
fabric,  645 

Landscape  with  birds,  Flemish  1 7th-century 

tapestry,  218 
Langlade,  Citizen,  tapestries  offered  to,  410 
Langlois,  Jacques,  tapestries  possibly  woven 

by,  247,  M9 
La  Planche,  Francois  de,  tapestry  woven  by, 
268-74 

La  Planche,  Raphael  de,  tapestry  probably 

made  by,  275-77 
La  Roche-Guyon,  due  de,  Savonnerie  panels 

formerly  owned  by,  651 
Lascelles,  viscount,  tapestries  formerly 

owned  by,  73  5 
Last  Supper,  on  vestment,  192 
Last  Supper,  Brussels  16th-century 

tapestries,  65—73, 119-23 
Latona,  247,  248,  255,  257,  258 
La  Tremoille,  due  de,  tapestry  said  to  have 

belonged  to,  230 
Laurent,  Charles,  tapestries  in  sale,  286 
La  Warr,  arms  of,  180 
Lawrence,  University  of  Kansas,  tapestry  in 

1958  exhibition,  748 
lazy  tongs,  132 

L  de  M . . . ,  tapestry  in  1919  sale,  282 
Le  Barbier,  Jean  Jacques  Francois  the  Elder 
drawings,  576,  fig.  66 
paintings,  415,  fig.  45;  591,  fig.  67;  595, 
figs.  68,  69;  596,  fig.  70;  597,  fig.  71; 
598,  fig.  72;  601,  fig.  73 
tapestries  designed  by,  408, 415,  572, 

573,  576,  577,  59i,  595,  59^,  597, 
598,  601,  602 
Le  Blond,  Etienne  Claude,  tapestry  woven 

by,  361-64 
Le  Brun,  Charles 

drawing  related  to  embroideries,  665 
painting,  665,  fig.  81 
tapestries  designed  by,  231-36 
Lecke,  van  de,  arms,  195 
Le  Clerc,  Hieronymus,  tapestry  woven  by, 
223-37 

Leclerc,  Jean,  tapestries  related  to  prints  by, 
174 

Leda  and  the  swan,  151 

Lee,  Samuel  D.,  Fund,  tapestry  bought  by 

means  of,  225—27 
Leefdael,  Jan  van,  tapestries  woven  by,  206, 

207,  208,  209,  212,  214 


Lefebvre,  Jean  the  Elder,  tapestries  woven 

by,  285,  288,  294,  305 
Lefebvre,  Jean  the  Younger,  Gobelins 

weaver,  332 
Legion  of  Honor,  collar  of,  419 
Lehman,  Philip,  tapestry  formerly  owned  by, 

70 

Lehman,  Robert,  tapestry  in  collection,  65, 
70 

Leipzig,  tapestry  woven  in,  753, 754 

Lekain,  familiar  name  for  Henri  Louis  Cain, 
possible  tapestry  portrait  of,  5  5  3 

Lelong,  Mme  C,  tapestries  in  sale,  293,  501 

Lemoine  de  Lorrain,  Jean,  tapestries 
designed  by,  291-93 

Leo,  zodiac  sign,  35, 45,  346,  671 

leopards  of  Great  Britain,  575 

Lepicie,  engraving  after  Grimou,  3  79,  fig.  3  8 

Le  Prince,  Jean  Baptiste 
aquatint,  554,  fig.  63 
drawing  related  to  tapestry,  554 
paintings  for  tapestries,  553,  554 
tapestry  designed  by,  550,  553,  554 

Lessiers,  tapestry  formerly  owned  by,  737 

Lewis,  J.  A.,  tapestry  formerly  owned  by, 

73i 
Lewknor 

arms,  180 
crest,  180 

tapestry  made  for  family,  1 80-84 
Lewknor  Armorial  Table  Carpet,  Flemish 

16th-century  tapestry,  180—84 
Ley  den,  Lucas  van,  print  related  to  tapestry, 

201 

Leyniers,  Daniel,  tapestry  woven  by, 
228-30 

Leyniers,  Urbanus,  tapestry  woven  by, 
228-30 

Liberation  of  France,  tapestry  related  to, 
640 

Liberty,  personification  of,  574,  576 
Libra,  zodiac  sign,  35,  45,  220,  281,  314, 
349 

Libs,  personification  of  SW  wind,  3  5 
Lievens,  Jan,  tapestry  copy  of  painting  by, 
811 

lion 

symbol  of  earth,  279 
and  unicorn,  225 
zodiac  sign,  see  Leo 
The  Lion  and  the  Gnat,  Aubusson 

18th-century  tapestry,  626,  631 
The  Lion  and  the  Rat,  Aubusson 
18th-century  tapestry,  629,  63 1 
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LL,  monogram  of  Louis  XV,  361,  369 
Loewi,  Adolph,  vestments  purchased  from, 

194 
London 

Burlington  Fine  Arts  Club,  tapestries 

in  1920-21  exhibition,  735,  738 
Burlington  House,  tapestry  in  19 16 

exhibition,  747 
Grosvenor  House,  tapestry  in  1959 

exhibition,  731 
House  of  Lords,  tapestries  perhaps 

formerly  in,  738 
Lansdowne  House,  tapestry  in  1929 

exhibition,  698,  736 
London,  tapestries  made  in 
Arabesques,  726-29 
Indo-Chinese  Scenes,  717-25 
Panel  with  flowers,  737 
The  Seasons,  712-16 
Upholstery  panels,  733-36, 738,  739, 

743.  744 

see  also  Mortlake  tapestries 
Longus,  story  of  Daphnis  and  Chloe,  365 
Lorillard,  Mrs.  Screven,  gift,  726,  727 
Lot  and  his  daughters,  112 
Lotijn,  Johannes  Christoph,  tapestry 

possibly  designed  by,  223-27 
Louis  XIV 

children  on  embroideries,  665 

drawings  owned  by,  285 

as  Jupiter,  665 

tapestries  made  for,  285-93,  294-307, 
308-15 
Louis  XV 
tapestries  made  for,  550,  572,  573 
tapestry  given  by,  361,  374 
Louis  XVI 

objection  to  blood  in  tapestries,  408 
tapestries  woven  for,  573 
Louis  Philippe,  works  in  sale,  286,  333,  667 
Louisville,  J.  B.  Speed  Art  Museum,  tapestry 

in  1949  exhibition,  63 
Lourdet,  Simon,  Savonnerie  weaver,  645 
Love,  personification  of,  93 
Loves  of  the  Gods,  Beauvais  18th-century 

tapestries,  534—43 
Lowengard  Freres,  tapestries  owned  by, 
566,  567 

Lucas,  Months  of,  Gobelins  1 8th-century 

tapestries,  3  3 1—60 
Lucas,  Seasons  of,  Gobelins  17th-century 

tapestries,  322-30 
Lucas  van  Leyden,  tapestries  formerly 

attributed  to,  322 


Lucca,  14th-century  silk  design,  in  tapestry, 
9^  97 

Lucas  Sicinius  Dentatus,  3  6 

Ludwig,  king  of  Bavaria,  tapestries  said  to 

have  been  owned  by,  208 
Ludwig  Victor,  archduke,  tapestry  said  to 

have  been  owned  by,  240 
Lur9at,  Jean,  tapestry  designed  by,  640 
Lydia,  baptized  by  Paul,  165 
Lygdamis,  son  of  Artemisia,  268,  270 
lymers  (trackhounds),  315 


M 

Macao,  embroideries  possibly  made  in,  796 

Macee,  shepherdess,  174 

Madison,  Wisconsin,  tapestry  in  1949 

exhibition,  63 
magic  lantern,  513 
Magnanimity,  personification  of,  96 
Maillard,  Felix,  Gobelins  19th-century 

repairer,  3  79 
maize,  ears  of,  138, 142 
Mali,  Mrs.  John  Taylor  Johnston,  gift,  162 
Majorel,  Denise,  tapestry  formerly  owned 

by,  642 

man,  ages  of,  see  Ages  of  Man,  Twelve 
Manasseh,  blessed  by  Jacob,  42, 43 
Manna,  Gathering  of,  194, 196 
Manricardo  and  Zerbino,  Combat  of, 

French  17th-century  tapestry,  275-77 
Mantle,  Polish  18th-century  tapestry, 

790-92 

Manto,  priestess  of  Latona,  255,  258 
Mantua,  Palazzo  del  Te,  frescoes  related  to 

tapestries,  294,  301,  303,  305,  figs.  28, 

3^33 

manuscript  illumination,  related  to  tapestry, 

335.337,  %  35 
Manville,  H.  Edward,  gift,  151, 153,  237, 
240 

Man  with  a  Lute,  Russian  18th-century 

tapestry,  806,  811 
March,  occupations  of,  28,  337-39 
March,  Gobelins  18th-century  tapestry, 

331,337-39 
Marchand  d'oeufs,  see  Egg  Seller 
Marcus  Curius  Dentatus,  34 
Margaret  of  Austria,  regent  of  Netherlands 

flowers  of,  34 

parrot  of,  32,  34 

portrait  by  van  Orley,  22,  fig.  2 


possible  tapestry  portraits  of,  21,  22,  25, 
43 

Marigny,  marquis  de,  tapestry  possibly 

owned  by,  3  84 
marks,  city 

Brussels,  87, 119, 137, 140, 142, 147, 
148, 154, 155, 164,  206,  209,  212, 
214,  216,  218,  225 
Grammont,  177 
Paris,  268 
marks,  manufactories 
Merton  Abbey,  746 
Mortlake,  700,  701,  708 
see  also  initials,  manufactory 
marks,  weavers 
CT,  137 

Joostvan  Herzeele,  127, 128 
Willem  de  Kempeneer,  115, 117, 118 
Francois  de  La  Planche,  268 
Willem  de  Pannemaker,  87, 93, 96 
Francois  Tabard,  640 
unidentified,  119, 137, 148, 154, 155, 
164, 169 

see  also  names,  weavers;  initials,  weavers 
Marot,  Daniel 
engraving,  633,  fig.  75 
tapestry  possibly  designed  by,  223-27 
Marquand,  Allan,  embroidery  given  in 

memory  of,  796 
Marquand,  Eleanor  Cross,  bequest,  796 
Marquand,  Henry  G.,  embroideries  in  sale, 
797 

Marriot,  Lady  Maud  E.,  gift,  185,  793 
Mars,  478 
in  chariot,  164 
as  Fire,  665 
Martin,  Bradley,  embroideries  formerly 

owned  by,  667 
Martin,  Elizabeth,  tapestry  formerly  owned 
by,  182 

Martin,  John,  tapestry  woven  by,  746, 747 
martlets,  heraldic  birds,  633 
Mary  II,  queen  of  England,  arms,  225,  226, 
227 

Mary  Ann  Payne  Foundation,  gift,  499,  501 
Mary  Magdalen,  at  Crucifixion,  59 
Mascarenhas,  possible  arms  of,  796 
Masevaux,  tapestries  possibly  from  convent, 
760 

Mask,  Young  Woman  Holding  a,  Gobelins 

18th-century  tapestry,  376-78 
Massys,  Quentin 

painting  related  to  tapestry,  80,  fig.  7 
tapestry  perhaps  designed  in  workshop  of, 
83-86 


838 


tapestry  probably  designed  by,  79,  80 
Master  of  the  Months  of  Lucas,  tapestries 

designed  by,  3  3 1,  3  3  2 
Mater  Dolorosa,  Roman  18th-century 

tapestry,  788 
Mausolus  compared  to  Henri  II,  270 
Maximilian  I,  emperor 
portrait  by  Diirer,  22,  fig.  1 
possibly  tapestry  portraits  of,  22,  3 14 
Maximilian,  Hunts  of,  Gobelins 

17th-century  tapestries,  308-15 

May 

occupations  of,  32,  34,  342,  343 

symbols  of,  32,  34 
May,  Gobelins  18th-century  tapestry,  330, 

342-44 
maypole,  342 

McCann,  Charles  E.  F.,  tapestries  in  sale, 
118,  261 

McCann,  Frasier  W.,  gifts,  115, 118,  260, 
261 

Medallion  Months,  Flemish  16th-century 

tapestries,  45-52 
Medinaceli,  dukes  of,  tapestries  formerly 

owned  by,  88,  89 
Meeting  of  Antony  and  Cleopatra,  Flemish 

17th-century  tapestry,  206,  209-12 
Meeting  of  Isaac  and  Rebekah,  Flemish 

tapestry  about  1600, 199,  203 
Meissonnier,  Juste  Aurele,  tapestry  designs 

attributed  to,  483 
Meleager,  see  Atalanta 
Melissi,  Agostino,  tapestry  designed  by,  772, 

774 

Memorable  Judgment  of  Sancho  Panza, 
Gobelins  18th-century  tapestry, 
369-75 

Menier,  Gaston,  tapestries  formerly  owned 
by,  573 

Menou,  de,  tapestries  woven  by,  557,  560, 

568,  571,57^573 
Mercury,  314 

approaching  Herse's  bed,  91 

at  festival  of  Psyche,  294,  295,  296 

leaving  Athens,  94 

statue  of,  568 
Mercury  and  Herse,  Story  of,  86-89 
Mercy,  personification  of,  361 
Merton  Abbey,  tapestries  woven  at,  745, 

74^  747 
Metamorphoses,  see  Ovid 
Metternich  family,  tapestry  formerly  owned 

by,  758 
Meulx,  arms,  180 


Milice,  Rigobert,  tapestry  woven  by,  608 

millrinds,  heraldic,  195, 198 

Mills,  Sir  Charles,  tapestry  formerly  owned 

by,  407 
Minerva,  478,  578,  582,  584 

as  goddess  of  learning,  582 

representing  France,  576 

as  Virtue,  30,  34 
Minerva,  with  Grotesques,  Flemish 
16th-century  tapestry,  100—04 
Minos,  king  of  Crete,  chasing  Britomartis, 

251 

Minton,  Sophie  E.,  gift  and  bequest,  606 

mirror,  symbol  of  Prudence,  96 

modeles,  see  cartoons 

Monier,  Pierre 

painting,  305,  fig.  34 
tapestry  designed  by,  294,  305 

Monmerque,  Mathieu,  Gobelins  weaver, 
33* 

Monnoyer,  Jean  Baptiste 
flowers  reminiscent  of,  648 
tapestries  designed  by,  441, 442, 461, 
463,464,477 
monograms,  designers 
Jean  Jacques  Le  Barbier  the  Elder,  572, 
582 

Nicolas  van  Orley,  127, 128 
monograms,  owners,  Carl  Piper,  459, 460 
monograms,  weavers 

AR,  761,  763, 765,  767 

ICM,  761,  763,  765,  766, 767 

NSC(?),  154,155, 157 
Montespan,  Mme  de,  embroideries  made 

for,  665,  666 
months 

occupations  of,  26-32,  34-35,  37,  38, 
41-43,  45-47, 49-52>  33i-6o, 
712-16 

tapestries  of,  45-52,  308-15,  331-60 

see  also  seasons 
months,  personification  of 

September,  220 

October,  220 
Months  of  Lucas,  Gobelins  18th-century 

tapestries,  3  3 1-60 
Montmorency,  Anne-Leon  I  de,  tapestry 

made  for,  633 
Montmorency,  arms,  633 
Montreal 

tapestry  in  1942  exhibition,  424 

tapestries  in  1950  exhibition,  334 
Moon 

as  Diana,  188 

house  of,  187, 188 


Moon  and  Her  Children,  Flemish  or  French 
16th-century  tapestry,  187-90 

Moore,  Edward  C.  Jr.,  tapestries  bought  by 
means  of  gift  from,  61 1,  745, 746,  747 

Moore,  Thomas,  carpetmaker,  740 

moral  lessons  to  be  taught  by  tapestries,  408, 
409 

Morgan,  J.  Pierpont 

gifts,  476, 481, 483,  502,  549,  617,  618, 
623,  624,  625,  638,  645,  652,  654, 

662,  664,759,  760 
tapestries  owned  by,  494 

Morris,  Joshua,  tapestry  woven  by,  726 
Morris,  William,  poem  by,  746 
Morris  &  Co.,  tapestries  woven  by,  745, 

746>  747 
Mortlake  17th-century  tapestries 
Destruction  of  the  Children  of  Niobe, 

700,  702—04 
The  Horses,  700-06 
News  of  the  Stag,  708-1 1 
Seizure  of  Cassandra  by  Ajax,  700, 
704-06 
Moses 

at  gathering  of  manna,  198 

with  tables  of  law,  121 

Test  of,  26,  29 
Moses  Striking  the  Rock,  Florentine  17th- 
century  tapestry,  772-75 
mottoes,  195,  225,  247,  312,  633 
Moyne,  arms,  180 

Mozin,  Jean  Baptiste,  tapestries  woven  by, 
308-15 

Muller-Schirmer  collection,  tapestries 

formerly  in,  760 
Mulliner,  H.  H.,  tapestries  in  sale,  737,  738 
Murat,  prince,  tapestries  said  to  have  been 

owned  by,  444 
Murillo,  Bartolome  Esteban,  source  of 

tapestry  detail,  716 
Murray,  Mr.  and  Mrs.  Hugh  A.,  tapestry 

given  in  memory  of,  1 10, 1 14 
Music,  personification  of,  578 
Musicians  and  Dancers,  Beauvais  17th- 
century  tapestry,  441, 442, 447,  448 
music  making,  occupation  for  April,  340 
Mytens,  Marten  van,  portrait  of  Francis  I, 

663,  fig.  80 
Mythological  Subjects  After  Giulio 

Romano,  Gobelins  17th-century 
tapestries,  294-307 
Mythological  Subjects  After  Raphael, 
Gobelins  17th-century  tapestries, 
285-93 
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N 

N,  for  Napoleon,  419,  606 
names,  designers 

Francois  Boucher,  383,  384,  385,  388, 
389,  507,  512,  519,  529,  531,  534, 

537,544 

Alexis  Grimou,  379 

Theude  Gronland,  608 

Jean  Jacques  Francois  Le  Barbier  the 
Elder,  408, 413 

Jean  Lurcat,  640 

Jean  Baptiste  Oudry,  478 

Anne  Vallayer-Coster,  417 
names,  manufactories 

Beauvais,  461, 463,  534,  550,  553,  572, 
584,588 

Merton  Abbey,  746 

see  also  initials,  manufactories 
names,  weavers 

Daniel  Abbeloos,  218 

Bernardino  van  Asselt,  772 

Michel  Audran,  331,  339,  340,  343,  346, 

349,35i>365 
Philippe  Behagle,  441, 442, 447 
Cozette,  383 

Pierre  Francois  Cozette,  379,  380, 408, 

4i3 
Dupont,  646 
Pietro  Ferloni,  776, 780 
Jean  Jacques  Jans,  3  76 
Jean  Jans  the  Younger,  316,318 
Etienne  Claude  Le  Blond,  361 
Hieronymus  Le  Clerc,  225,  226 
Jan  van  Leefdael,  206,  209,  214 
Daniel  Leyniers,  228,  230 
Urbanus  Leyniers,  228,  230 
Rigobert  Milice,  608 
Jacques  Neilson,  385,  390,  391, 405 
Jean  Baptiste  Oudry,  534 
Jean  Baptiste  Rondet,  803 
Geraert  van  der  Strecken,  206,  211,  216 
see  also  initials,  weavers;  monograms, 

weavers 

Nantes,  Louise  Francoise,  Mile  de,  as  Spring 

or  Summer,  665,  671 
Napoleon  I 

tapestry  woven  for,  419-24 
upholstery  made  for,  606 
Napoleon  I,  Portrait  of,  Gobelins  19th- 
century  tapestry,  419-25 
Navarre,  arms,  814;  see  also  French  royal 
arms 


Neilson,  Jacques 

tapestries  probably  woven  by,  402—04 
tapestries  woven  by,  385,  396, 405, 406 

Neptune,  314,  590 

Neptune  Rescuing  Amymone,  Gobelins 
18th-century  tapestry,  385,  388,  389, 
393,394 

Netherlandish  16th-century  tapestries, 

Vestments,  194—98;  see  also  Dutch 

tapestries 
nets,  invention  of,  254,  255 
New  York 

Bronx  Museum,  tapestry  in  1972 

exhibition,  176 
Cultural  Center,  vestment  in  1974 

exhibition,  194 
French  Institute,  tapestry  in  19 19 

exhibition,  531 
Pierpont  Morgan  Library,  tapestry  in 

1979  exhibition,  226,  227 
Queens  Museum,  tapestries  in  1974 

exhibition,  186 
Jacques  Seligmann,  tapestry  in  1927 

exhibition,  63 
World's  Fair,  tapestry  in  1940  exhibition, 

424 

New  York,  Metropolitan  Museum  of  Art 
tapestries  in  19 14  exhibition,  63, 494 
tapestry  in  191 5-16  exhibition,  771 
tapestries  in  19 19  exhibition,  531,  532 
tapestries  in  1920  exhibition,  250,  334, 
494 

tapestries  in  1943  exhibition,  89, 106, 

404,532 
embroidery  in  1967  exhibition,  667 
works  in  1970  exhibition,  63,  89,  250, 

495,667 

Savonnerie  panels  in  1975  exhibition,  65 1 
tapestries  in  1977  exhibition,  506,  695, 

698,  731,737, 74* 
tapestry  in  1978  exhibition,  424 
News  of  the  Stag,  English  17th-century 

tapestry,  708-11 
Nile,  personification  of,  582,  584 
Niobe,  Blasphemy  of,  French  16th-century 

tapestry,  247,  255-59 
Niobe,  Destruction  of  the  Children  of, 

Mortlake  17th-century  tapestry,  700, 

702-04 

Niobe  mourning  her  children,  256 
Noble  Pastorale,  tapestry  series  after 

Boucher,  527 
Noinville,  Jacques  de,  head  of  Savonnerie 

manufactory,  653,  655 


Non  frustra  Jupiter  ambas,  motto,  247 
Norfolk,  duchess  of,  tapestries  formerly 

owned  by,  701 
Notus,  personification  of  S  wind,  27,  5 1,  52 
November,  occupations  of,  41, 43 
November,  Gobelins  18th-century  tapestry, 

331,353-56 
NSC  (?),  weaver's  mark,  154, 155, 157 

nudities  in  tapestries,  covered,  286,  288, 

290,  296,  301,  305 
NvO,  designer's  monogram,  probably 

Nicolas  van  Orley,  133 


o 

occupations,  see  months,  occupations  of; 

seasons,  occupations  of 
Ochus,  son  of  Darius,  232 
October,  occupations  of,  38, 41 
October 

Flemish  16th-century  tapestry,  45, 46, 
50-52 

Gobelins  18th-century  tapestry,  331, 

351-53 
Ocypete,  harpy,  110, 112 
Offering  to  Bacchus,  Beauvais  17th-century 

tapestry,  441, 442, 450~53 
Offering  to  Pan,  Beauvais  17th-century 

tapestry,  441, 442, 455~5^ 
Old-master  paintings,  Copies  of,  Russian 

18th-century  tapestries,  806-13 
Old  Testament,  Scene  from  the,  Flemish 

1 6th-century  tapestry,  1 1 5—1 8;  see  also 

Bible,  Old  Testament 
Old  Woman,  Russian  1 8th-century  tapestry, 

806,812,813 
Old  Woman  with  a  Book,  Russian  18th- 
century  tapestry,  806,  810 
Oliviera,  Mme  d',  tapestry  formerly  owned 

by,  788 

Operateur,  see  Charlatan  and  the  Peep  Show 

Orange,  House  of,  motto,  225 

Orithyia  and  Boreas,  Beauvais  17th-century 

tapestry,  469—72 
Orlando  Furioso,  tapestry  from  set,  275-77 
Orley,  Bernaert  van 

drawings  related  to  tapestries,  308 
painting,  Adoration  of  the  Magi,  5  5,  fig.  4 
portrait  of  Margaret  of  Austria,  22,  fig.  2 
tapestries  designed  by,  54-58,  59~^4» 

65-73,308-15,710 
tapestry  borders  possibly  designed  by,  86, 
88 


840 


tapestry  possibly  designed  by,  76 

workshop  of,  25,  59, 62 
Orley,  Nicolas  van,  tapestries  designed  by, 

127-36 
Ornithias,  winter  winds,  42 
orphrey,  tapestry- woven,  771 
Ortkens,  Aerdt,  25 

Osborn,  Mrs.  William  H.,  gift,  365, 367 

Ostentatio  Christi,  80 

Ottoboni,  Cardinal  Pietro,  tapestries  made 

for,  776,  777 
oublies,  rolled  wafers,  510,  5 13 
Oudenaarde,  tapestries  perhaps  made  in, 

186 

Oudry,  Jacques  Charles,  painting,  492,  fig. 
54 

Oudry,  Jean  Baptiste 
drawings,  490, 491,  figs.  48-51,  55— 5^; 

500;  5 14,  fig.  60;  540;  63  2 
illustration,  506 
paintings,  506,  540,  fig.  61 
tapestries  designed  by,  478, 480, 484, 

489,490,  491,492,502 
tapestries  woven  under  direction  of,  528, 

529,531,534 
overdoors  (Croome  Court  tapestries),  385, 

Ovid 

Metamorphoses,  tapestries  with  scenes 

from,  469-72,  534,  700,  704, 706 
story  of  Mercury  and  Herse,  87 
story  of  Niobe,  258 
owl 

bird  of  winter,  42,  43 

tormented  by  other  birds,  323, 484, 489 


p 

Painting,  personification  of,  578 
paintings  reproduced  in  embroideries, 

Charles  Le  Brun,  665,  fig.  81 
paintings  reproduced  in  Savonnerie 
technique 
Francois  Desportes,  653,  figs.  78,  79 
Marten  van  Mytens,  663,  fig.  80 
paintings  reproduced  in  tapestry 
Francois  Boucher,  545,  fig.  62;  560 
Bon  Boulogne,  302,  fig.  30 
Edward  Burne-Jones,  745 
Louis  Jean  Jacques  Durameau,  412,  fig. 
44 

Anthony  van  Dyck,  807,  808,  809,  810 
Francois  Gerard,  422 


Alexis  Grimou,  379,  380,  fig.  39 

Theude  Gronland,  608 

Gerard  Honthorst,  811 

Rene  Antoine  Houasse,  297 

Jean  Baptiste  Huet,  560 

Maurice  Jacques,  403,  fig.  43 

Geoffrey  Kneller,  730 

Hans  Krell,  753,  754 

Laurent  de  La  Hire,  281,  fig.  25 

Jean  Jacques  Lagrenee,  371,  fig.  65 

Nicolas  Lancret,  808 

Jean  Jacques  Francois  Le  Barbier  the 

Elder,  415,  fig.  45;  591,  fig.  67; 

595-98,  figs.  68-72;  601,  fig.  73;  602, 

%•  74 

Charles  Le  Brun,  231,  233,  234 
Jean  Baptiste  Le  Prince,  553,  554 
Jan  Lievens,  811 
Quentin  Massys,  80,  fig.  7 
Pierre  Monier,  305,  fig.  34 
Bernaert  van  Orley,  54,  55,  fig.  4 
Rembrandt,  807,  809,  810,  812,  813; 

school  of,  807 
Guido  Reni,  786, 788,  fig.  95 
Jean  Baptiste  Santerre,  808 
unknown  Russian  artist,  803,  fig.  96 
Vallayer-Coster,  Anne,  417, 418 
see  also  cartoons;  sketches 
palm  trees,  two,  symbol  of  married  love, 
794. 795 

Pan,  Offering  to,  Beauvais  17th-century 

tapestry,  441,442,455-58 
Panel  for  a  fire  screen,  Beauvais 

17th-century  tapestry,  477 
Panel  with  flowers,  English  1 8th-century 

tapestry,  737 
Pannemaker,  Pieter  de 

tapestries  possibly  woven  by,  59,  62, 76 
tapestries  probably  woven  by,  65,  73 
Pannemaker,  Willem  de,  tapestries  woven 

by,  87-99,112 
pansies,  flowers  of  Margaret  of  Austria,  32, 

34 

paper,  gilt,  on  Chinese  embroideries,  796 
Papirius,  story  of,  27-29 
Parable  of  the  Prodigal  Son,  English 
17th-century  tapestries,  688-91 
Paradisi,  Domenico,  tapestries  designed  by, 

776 
Paris 

tapestry  in  1867  exhibition,  555 
tapestry  in  1874  exhibition,  129 
tapestries  in  1876  exhibition,  106 
tapestry  in  1879  sale,  175 
tapestry  in  1900  exhibition,  129 


tapestries  in  1902  exhibition,  399 
tapestry  in  191 1  exhibition,  467 
tapestries  in  19 13  exhibition,  89 
tapestries  in  1925  exhibition,  611,  613 
tapestry  in  1930  exhibition,  418 
tapestries  in  1935  exhibition,  120 
tapestry  in  1946  exhibition,  642 
embroideries  in  1965  exhibition,  816 
tapestry  in  1972  exhibition,  250 
tapestries  in  1975-77  exhibition,  573 
Paris,  tapestries  made  in 

Combat  of  Manricardo  and  Zerbino, 
*75~77 

Diana  and  Her  Nymphs,  278-82 
Two  Statues,  268-74 
see  also  Beauvais;  French  17th-century 
tapestries;  Gobelins 
Paris,  tapestries  probably  made  in,  Scenes 

from  the  Story  of  Diana,  247-49 
Paris  as  a  Youth,  Flemish  16th-century 

tapestry,  151-53 
Parisot,  Peter,  tapestries  perhaps  woven  by, 

738,740 

Parke-Bernet,  tapestries  in  sale  (bought  in), 
496 

Parke-Bernet  Galleries,  tapestries  in  1955 

exhibition,  738 
parrot,  Margaret  of  Austria's,  32,  34 
Parrot,  Beauvais  18th  ^entury  tapestry,  507, 

508,  509,  526 
Parrot  and  Squirrel 

English  18th-century  knotted  fabric 

panel,  740—42 
Savonnerie  panel,  659,  660 
A  Parrot,  Three  Ducks,  and  a  Butterfly, 

French  knotted  fabric  panel,  661 
Partridge,  Frank,  tapestries  formerly  owned 

by,  509,738,744 
Passavant,  Claude,  carpet  maker,  740 
Passing  of  Venus,  tapestry  head  from,  745 
Passion 

instruments  of,  59,  60,  62 
symbols  of,  59,  60, 62 
tapestries,  62, 63,  65-73 
Passion,  German  16th-century  tapestries, 
759-69 

Passion  scenes,  Flemish  16th-century 

tapestries,  119-26 
Pastorales  a  draperies  bleues,  see  Swing,  the 

Harvest,  and  Cherry  Picking 
Paterson,  Amy  Warren,  gift  of  Estate,  137, 

138 

Paterson,  Mr.  and  Mrs.  Charles  C, 

tapestries  formerly  owned  by,  138 
Paul,  Saint,  164-68 
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Paul  before  Agrippa,  Flemish  16th-century 

tapestry,  164, 165, 168 
Paul  Preaching  at  Philippi,  Flemish  16th- 
century  tapestry,  164, 165 
Pavilion,  Gobelins  painter,  362 
paying  harvesters 

occupation  of  August,  347 
occupation  of  summer,  323 
Payne,  Mary  Ann,  gift  of  Foundation,  499, 

Peace,  personification  of,  575,  576 

peep  show,  see  Charlatan  and  the  Peep  Show 

Pelham,  arms,  180 

pelican  in  her  piety,  794 

Penni,  Giovanni  Francesco,  tapestries 

possibly  designed  by,  88, 93 
Penni,  Luca,  tapestries  possibly  designed  by, 

248,259 

Pentecost,  German  16th-century  tapestry, 

75%  767, 768 
Penthievre,  due  de,  tapestries  formerly 

owned  by,  333 
Perelle  family,  engravings,  681,  fig.  84 
Peretti  family 

arms,  127, 128, 129 
tapestries  made  for  member  of,  126-36 
Perroquet,  see  Parrot 
Perrot,  Pierre  Josse,  tapestry  borders 

designed  by ,  3  3 1 ,  3  3  2 
Persian  envoys  and  Alexander,  28,  30 
Peter,  Saint 

at  Ascension,  124 
at  foot  washing,  762 
Peter  as  Pope,  Saint,  Savonnerie 
17th-century  banner,  646 
Peterborough,  Henry  Mordaunt,  earl  of, 

tapestries  made  for,  700,  701 
Peyre,  Emile,  tapestries  possibly  owned  by, 
249 

peytrel,  horse  trapping,  154, 157,  633, 635 
Pharaoh,  at  Test  of  Moses,  26,  29,  30 
Philibert  II,  duke  of  Savoy,  possibly  tapestry 

portrait  of,  21,  22 
Philip  II  of  Spain 

originator  of  Elements  borders,  158 

tapestries  perhaps  made  for,  106 
Philoxenus,  glutton,  no,  112 
Phoebe,  name  for  Diana,  254 
phoenix 

symbol  of  fire,  276, 278 

symbol  of  love,  795 
photographers,  Veronica  patron  saint  of,  74 
pig  killing 

occupation  of  autumn,  716 


occupation  of  November,  41 
pigs  fed  with  acorns 

occupation  of  autumn,  714 

occupation  of  October,  38,43 

occupation  of  November,  356 
Pilate,  showing  Christ  to  people,  79,  80,  82 
Pillars  of  Hercules,  emblem  of  Charles  V, 

Pinos,  arms,  814 
pipe  for  tobacco,  596 

Piper,  Count  Carl,  tapestries  made  for,  459, 
460 

Pisces,  zodiac  sign,  26, 45,  584 
Placilla,  see  empress,  Byzantine,  perhaps 
Placilla 

plaisirs,  rolled  wafers,  5 10,  5 13 

The  Planets ,  tapestry  from  set,  187-90 

Planken,  Frans  van  den,  see  La  Planche, 

Franc/ois  de 
Plant,  Morton  E.,  tapestries  in  sale,  138 
Plenty,  personification  of,  575,  576 
Pliny 

description  of  Cleopatra  dissolving  pearl, 
213 

story  from  Natural  History,  34 
ploughing,  occupation  of  October,  38, 43 
Plutarch 

description  of  battle  of  Actium,  214 
description  of  death  of  Cleopatra,  216 
description  of  meeting  of  Antony  and 

Cleopatra,  212 
story  from  Lives,  30 
Pluyette,  Georges,  Aubusson  weaver,  509 
Poerson,  Charles  Francois,  tapestry  designed 

by,  294,  304 
Polish  18th-century  tapestries 
Mantle,  790-92 

Table  carpet  with  a  hunting  «cene, 
793-95 

Polish  Nobleman,  Russian  1 8th-century 

tapestry,  807,  812 
Polyxena,  Sacrifice  of,  Chinese  17th-century 

embroidery,  796,  800—02 
pomegranate  pattern  (fabric  design),  26,  28, 

66, 192, 194 
Pomona,  694 
Pomona  and  Vertumnus 

Beauvais  18th-century  tapestry,  544-48 
Gobelins  18th-century  tapestry,  385, 3  86, 

388,393,394 
Pontus  de  Tyard,  possibly  author  of  poems 

in  tapestries,  246,  248 
pope,  see  Saint  Peter  as  Pope 


Portiere  with  Chauvelin  arms,  Gobelins 

18th-century  tapestry,  361—63 
portraits 
Augustus  I  of  Saxony,  753,  754 
Francoise  Marie  de  Blois,  665,  671 
Boucher's  Daughter,  Jeanne  Elisabeth 

Victoire  Deshays,  383,  384 
Don  Juan,  22 
Ferdinand  of  Austria,  314 
George  II,  730-32 
Joseph  II,  Emperor,  662,  664 
Lekain,  familiar  name  for  Henri  Louis 

Cain,  553 
Louis  XIV,  665 

Margaret  of  Austria,  21,  22,  25, 43 

Maximilian  I,  22,  3 14 

Louise  Francoise  de  Nantes,  665, 671 

Napoleon,  419-25 

Philibert  II,  duke  of  Savoy,  21,  22 

Louis  Cesar,  comte  du  Vexin,  665 

Elizabeth  Romanova  Vorontsova, 
Countess,  803-05 
Portrait  of  George  II,  Irish  tapestry,  730-32 
Portrait  of  Napoleon  I,  Gobelins 

19th-century  tapestry,  419-25 
Portugal 

embroideries  perhaps  made  for,  798 
tapestry  formerly  attributed  to,  795 
Poussin,  Triumph  of  Pan,  tapestry  figures 

related  to,  457 
Prades,  arms,  814 
Prevert,  Jacques,  poem  by,  640 
Primaticcio,  Francesco,  drawing  after,  288, 
fig.  26 

Prodigal  Son,  Parable  of,  English 

17th-century  tapestries,  688-91 
Prodigal  Son  Driven  Out  by  Harlots,  English 

17th-century  tapestry,  688,  689,  690 
Prophecy  of  Calchas,  Chinese  17th-century 

embroidery,  796,  799,  800 
Prosperity,  personification  of,  582 
Providence,  personification  of,  96 
Prudence,  personification  of,  94, 96, 162, 

169 

pruning  vines,  occupation  of  March,  28,  30 
Psyche  Bathing,  Cupid  and,  Gobelins 

17th-century  tapestry,  294,  302-05 
Psyche  with  Bacchus,  Festival  of,  Gobelins 

17th-century  tapestry,  294,  300-02 
Psyche  with  Mercury,  Festival  of,  Gobelins 

17th-century  tapestry,  294,  295-97 
Pulitzer,  Joseph,  works  bought  by  means  of 

bequest,  192, 193,  376,  377, 419, 424 
Punishment,  possible  personification  of ,  3  6 1 
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Q 

Quidart,  tapestries  woven  by,  61 1 
Quixote,  see  Don  Quixote 


R 

Rachel 

embraced  by  Laban,  147 
hiding  images  from  Laban,  145 
sitting  on  camel's  furniture  or  straw,  145 
Rachel  and  Bilhah  with  Dan,  Flemish 
16th-century  tapestry,  137, 144 
Rachel  Giving  Bilhah  to  Jacob,  Flemish 

16th-century  tapestry,  137, 143 
Raimondi,  Marcantonio,  tapestry  related  to 

print  by,  1 24 
rainstorm,  man  in,  occupation  of  January, 
26,  28 

Raising  of  Cross,  see  Elevation  of  the  Cross 
ram,  zodiac  sign,  see  Aries 
Rambouillet,  Chateau  de,  embroideries 

probably  in,  666,  667 
Ransom  for  Galceran  de  Pinos  Put  on  Board 

Ship  at  Salon  Near  Tarragona,  Catalan 

embroidery,  814,  816,  818 
Rape  of  Helen,  Chinese  17th-century 

embroidery,  796, 798, 799 
Raphael 

tapestries  after  drawings  formerly  attrib- 
uted to,  285;  288,  fig.  26;  290,  fig.  27 
tapestries  designed  by  school  of,  5  5 
tapestries  probably  designed  by  follower, 
87,88 

tapestries  related  to,  88,  93,  96, 102, 165 
tapestry  related  to  print  after,  93 
Raphael,  Mythological  Subjects  After, 
Gobelins  17th-century  tapestries, 
285-93 

Rat,  the  Cock,  and  the  Cat,  The  Young, 
Aubusson  18th-century  tapestry,  626, 
631 

reaping,  Netherlandish  method,  35,37,323, 
348 

Rebekah,  Jacob's  mother,  140 
Rebekah  and  Eliezar  at  the  Well,  Flemish 

tapestry  about  1600, 199,  202 
Rebekah  and  Isaac,  Meeting  of,  Flemish 

tapestry  about  1600, 199,  203 
Rebekah,  Laban,  and  Eliezer,  Flemish 

tapestry  about  1600, 199,  202 


Reclining  Cupid,  Beauvais  19th-century 

tapestry,  610 
Redley,  E.,  tapestries  owned  by,  566 
Redmond,  Roland  L.,  gift,  365,  367 
regalia 

imperial,  662 

Napoleonic,  419, 420, 424, 425 
Reid,  Mrs.  Whitelaw,  tapestries  in  sale,  309 
reins  and  bit,  symbols  of  Temperance,  96 
Religious  subject,  Flemish  16th-century 

tapestry,  162, 163 
Rembrandt,  tapestry  copies  of  paintings, 

807,  809,  810,  812,  813 
Reni,  Guido,  paintings,  786,  788,  fig.  95 
The  Repast,  Beauvais  1 8th-century  tapestry, 

550-56 

Repentance  of  the  Prodigal  Son,  English 

17th-century  tapestry,  688,  690,  691 
Reward,  possible  personification  of,  361 
Rhinelander,  Frederic  W.,  gift  of  family  of, 

77*,  774 
Rhodes,  Artemisia's  statues  in,  270 
Richmond,  Virginia,  embroidery  in  1945 

exhibition,  261 
riding,  occupation  for  May,  342 
Robertson,  Mary  Ann,  gift,  499,  501,  507, 

509 

Robinson,  Robert,  possible  tapestry  de- 
signer, 717 

Rochmaure,  duchesse  de  la  Salle  de,  tapestry 
formerly  owned  by,  424 

Rockefeller,  John  D.  Jr.,  gifts,  3  3 1 , 3  3  3 , 484, 
494 

Rogers  Fund,  works  bought  by  means  of, 
127-36, 177-7%  194-98,  278-82, 
361-64,  646,  665,  667,  771, 790,  792 
Roman  18th-century  tapestries 
Aladin  Hears  of  the  Crusaders'  Approach, 

776,  778,  780 
Bust  of  the  Virgin,  786 
Crusaders  Reach  Jerusalem,  776,  782-84 
Erminia  and  the  Shepherd,  776,  784,  785 
Head  of  the  Virgin  (Mater  Dolorosa),  788 
Scenes  from  Gerusalemme  Liberata,  776- 
785 

Sophronia's  Defiance,  776,  780 
Virgin  Annunciate,  787 
Romans  and  Sabines,  Story  of  the,  Flemish 

16th-century  tapestries,  127-36 
Romans  with  Their  Sabine  Wives,  Flemish 

16th-century  tapestry,  127, 129-32 
Romeuf ,  embroideries  formerly  owned  by, 
816 

Romulus  and  Remus  with  she- wolf,  154, 
157 


Rondet,  Jean  Baptiste,  tapestry  woven  by, 
803 

Rothschild,  Baron  Nathaniel  de,  tapestries 

formerly  owned  by,  106 
Rubens,  tapestries  in  style  of  workshop  of, 

206 

Ruiz,  Raimondo,  tapestries  owned  by,  25 

Russia,  arms  of,  578 

Russian  Entertainments,  tapestry  series, 

550,  553 
Russian  tapestries 
Copies  of  old-master  paintings,  806-1 3 
Countess  Elizabeth  Romanovna  Voron- 
tsova,  803-05 
Ryan,  Margaret  D.,  gift,  185,  793 


s 

S  . . . ,  embroideries  in  1906  Paris  sale,  816 
Sabine  Women  Stopping  the  Battle  Between 

the  Romans  and  the  Sabines,  Flemish 

16th-century  tapestry,  132-36 
Sackville,  Colonel  S.  G.  Stopford,  tapestries 

formerly  owned  by,  701,  702 
Sackville,  Lord  George,  tapestries  formerly 

owned  by,  701 
Sackville,  Victoria,  Lady,  tapestry  formerly 

owned  by,  5  5  5 
Sackville-West  family,  tapestry  formerly 

owned  by,  711 
Sacrifice  of  Isaac 

English  17th-century  tapestry,  697-99 
Flemish  tapestry  about  1600, 199,  201 
Sacrifice  of  Polyxena,  Chinese  17th-century 

embroidery,  796,  800-02 
Sagittarius,  zodiac  sign,  41,  45,  356 
Saint  Denis,  Abbey  of,  distant  view,  674 
Saint  Esprit,  order  of,  291,  33 1,  361 
Saint- Joseph-de-la-Providence,  convent, 

embroideries  probably  made  in,  665, 

666 

Saint  Michel,  order  of,  263,291,331,361 
Saint  Peter  as  Pope,  Savonnerie  1 7th-century 

banner,  646 
Saint  Petersburg,  tapestries  made  in,  803, 

806 

Saint  Veronica,  Flemish  16th-century 

tapestry,  74-76 
Saint- Vincent,  Grau,  director  of  Beauvais 

manufactory,  608 
Saks  Fifth  Avenue,  tapestries  sold  by,  25 
Salembier,  Henri,  tapestry  related  to  works 

of,  566 
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Samary,  tapestry  in  sale,  562 

Samuels,  Mitchell,  gift  in  memory  of,  607 

Samuels,  Spencer  A.,  gift,  607 

San  Michele  manufactory,  tapestries  woven 

at,  77^,  777,  786 
Sancho  Panza,  The  Memorable  Judgment 
of,  Gobelins  18th-century  tapestry, 

3^9-75 
Santerre,  Jean  Baptiste 
engraving  after,  376,  377,  fig.  37 
paintings,  tapestries  copied  from,  376, 
377,  808 
Sarah,  wife  of  Abraham,  200 
Sardinia,  arms  of,  578 
Saturn,  279 
satyr,  as  Vice,  32,  34 
Saunders,  Paul,  tapestries  woven  by,  743 
Savonnerie 

banner  made  at,  646 
panel  perhaps  made  at,  645 
Savonnerie  panels 

Flowers  and  Fruit  with  a  Bird  and  an 

Animal,  649 
Flowers  in  a  Golden  Vase,  with  a  Parrot, 
658 

Flowers  in  a  Golden  Vase,  with  Three 

Birds,  648 
Flowers  in  a  Silver  Vase,  650 
Hawk  and  Three  Pheasants,  652-54 
Parrot  and  Squirrel,  659,  660 
Trophies  and  Birds,  655,  656 
Upholstery  panels,  651 
Savoy,  arms  of,  578 

Saxony,  August  I  of,  German  16th-century 

tapestry,  753,  754 
Saxony 

Electors  of,  tapestries  formerly  owned  by, 

119, 120 
king  of,  see  Frederick  Augustus  III 
scales,  zodiac  sign,  see  Libra 
Scene  from  the  Old  Testament,  Flemish 

16th-century  tapestry,  11 5-1 8 
Scenes  from  Gerusalemme  Liberata,  Roman 

18th-century  tapestries,  776-85 
Scenes  from  Operas,  Beauvais  1 8th-century 

tapestry  series,  544 
Scenes  from  the  Life  of  Saint  Paul,  Flemish 

16th-century  tapestries,  164-68 
Scenes  from  the  Lives  of  Abraham  and  Isaac, 

Flemish  cushion  covers,  199-203 
Scenes  from  the  Story  of  Diana,  French  16th- 
century  tapestries,  245-59 
Scenes  from  the  Story  of  Galceran  de  Pinos, 

Catalan  embroideries,  814-20 


Schaufelein,  Hans,  woodcut,  768,  fig.  94 
Schiff,  John  M.,  gift,  441, 444 
Schiff,  Mortimer  L. 

tapestries  formerly  owned  by,  444,  689 

tapestries  in  sale,  444 
Schleswig-Holstein,  cushion  cover  perhaps 

woven  in,  770 
Schneider,  tapestries  possibly  owned  by,  760 
Schongauer,  Martin,  engraving,  762,  fig.  88 
Schoor,  Lodewijk  van,  tapestry  designed  by, 
220,  222 

Scorpio,  zodiac  sign,  38, 45,  220,  351 
scorpion,  zodiac  sign,  see  Scorpio 
Scott,  Sir  John  Murray,  tapestry  formerly 

owned  by,  555 
screens,  panels  from 
Gardens,  611-13 

Hawk  and  Three  Pheasants,  652-54 
Trophies  and  Birds,  655,  656 
see  also  fire  screens 
Sculpture,  personification  of,  5  80 
seasons 

occupations  of,  322,  712 
represented  by  zodiac  signs,  281 
tapestry  set,  24-44 
Seasons,  tapestry  from  set,  220-23 
The  Seasons,  English  18th-century 

tapestries,  712-16 
Seasons  and  Elements,  French  17th-century 

embroideries,  665-76 
Seasons  of  Lucas,  Gobelins,  17th-century 

tapestries,  322-30 
Seated  Woman,  Russian  18th-century 

tapestry,  806,  808 
Sechan,  tapestries  in  1875  Paris  sale,  47 
See,  comte,  embroideries  in  sale,  667 
Segers,  Willem,  mark  wrongly  identified  as, 
157 

Segesta,  goddess  of  standing  crop,  50 
Seizure  of  Cassandra  by  Ajax,  Mortlake 

17th-century  tapestry,  700,  704-06 
Seley,  Louis  E.,  gift,  796 
Seligman  &  Co.,  tapestries  formerly  owned 

by,  106 
Seligmann,  Jacques 
gift,  83,  85 

tapestries  bought  from,  282,  377, 424 
tapestries  owned  by,  89, 480,  555 
September,  occupations  of,  35,  37 
September,  Gobelins  1 8th-century  tapestry, 

330,  349-51 
Seve,  Pierre  de,  the  Younger,  tapestry 

designed  by,  285,  290 
Seven  Deadly  Sins,  tapestry  from  set, 
no— 14 


Shaftesbury,  earl  of,  panel  formerly  owned 
by,  74* 

Sheafer,  Emma  A.,  bequest,  651 
Shaefer,  Lesley  and  Emma,  Savonnerie 

panels  in  collection,  651 
sheep  shearing 

occupation  of  June,  32,  34 
occupation  of  spring,  713 
Sheldon,  William,  tapestry  manufacturer, 
686 

Sheldon  manufactory,  tapestries  formerly 

attributed  to,  182, 199 
Sheldon  tapestries 
Annunciation,  Adoration  of  the 

Shepherds,  and  Adoration  of  the  Kings, 
685-87 
Circumcision,  694-96 
Judith  with  the  Head  of  Holofernes  and 

Her  Maid,  692,  693 
Parable  of  the  Prodigal  Son,  688-91 
Sacrifice  of  Isaac,  698-99 
shepherds,  scenes  from  life  of,  174 
Shepherds  and  Shepherdesses  Dancing, 
Gobelins  17th-century  tapestry,  294, 
305,306 

Sherrat,  D.,  tapestry  formerly  owned  by,  784 
shooting  at  bird  on  maypole,  occupation  for 

May,  342 
Sic  immota  manet,  motto,  247 
Silas,  with  Saint  Paul,  165 
Silenus 

with  Bacchus,  37 

on  donkey,  in,  112 

at  festival  of  Psyche,  300 
Simon  of  Cyrene,  lifting  cross,  763 
Singer,  Mrs.  Cecil  Mortimer,  gift,  478, 480 
Sino-Portuguese  embroideries,  see  Chinese 

embroideries 
Sins,  see  Seven  Deadly  Sins 
Sisigambis,  mother  of  Darius,  232 
sitar,  Indian  musical  instrument,  721 
Sixtus  V,  pope,  arms  related  to  those  of,  1 28 
skates,  42 
skating 

occupation  of  December,  356 

occupation  of  winter,  328 
sketches  related  to  tapestries 

Francois  Boucher,  393,  394 

Maurice  Jacques,  394 
slaughtering,  occupation  of  November,  41, 

43 

Smith,  James  Henry,  tapestries  in  sale,  128, 
249 

Smith,  John,  mezzotint  of  George  II,  730 
snake  biting  tail,  symbol  of  eternity,  26,  334 
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snow,  personification  of,  42, 43 
sofa  upholstery,  see  upholstery 
Soho  tapestries,  see  London  tapestries 
Soignes,  views  of  forest  of,  308,  3 12,  3 13 
Sollier,  Abel  Nicolas,  tapestry  woven  by, 
419,422 

Somers,  earl,  tapestries  formerly  owned  by, 
333 

Somerset,  Lady  Henry,  tapestries  formerly 

owned  by,  3  3  3 
Somzee.  Leon  de,  tapestry  in  sale,  113 
Sophronia's  Defiance,  Roman  18th-century 

tapestry,  776,  780 
Sotheby's,  London 

tapestry  in  1958  sale,  182 

tapestries  in  1974  sale,  573 

see  also  under  names  of  sellers 
Soufflot,  Jean  Germain,  idea  for  tapestries 

by,  385,  394 
Souhami,  tapestries  formerly  owned  by,  701 
sowing 

occupation  of  October,  50 
occupation  of  November,  41,43 
Spanish  Art  Gallery,  tapestries  formerly 

owned  by,  695, 727 
Spanish  costume  in  18th-century  France, 
379 

Spanish  embroideries,  see  Catalan 

embroideries 
Spanish  Girl,  Young  Woman  Called  the, 

Gobelins  18th-century  tapestry, 

379-81 

"Spanish  mantle,"  worn  by  Joseph  II,  662, 
664 

Spero,  motto,  312 

Spetz,  George,  tapestries  in  sale,  701 

Spinola  family,  arms,  247 

Spitzer,  Frederic,  tapestries  said  to  have  been 

owned  by,  106 
spring,  occupations  of,  322 
Spring 

English  18th-century  tapestry,  712-14 
Flemish  16th-century  tapestry,  24,  26-30 
French  17th-century  embroidery,  665, 
667-71 
Stag  Hunt 

Beauvais  17th-century  tapestry,  473, 474 
German  16th-century  tapestry,  756-58 
statues,  see  Two  Statues 
Still  Life,  Autumn,  Beauvais  19th-century 

tapestry,  608 
Stillman,  Ernest  G.,  gift,  534,  535 
Stillman,  James,  tapestry  formerly  owned 
by,  534,  535 


Stopford,  Mrs.  William  Bruce,  tapestries 

formerly  owned  by,  701 
Story  of  Alexander,  Flemish  18th-century 

tapestries,  231—36 
Story  of  Antony  and  Cleopatra,  Flemish 

17th-century  tapestries,  206-17 
Story  of  Jacob,  Flemish  16th-century 

tapestries,  137-50 
Story  of  Mercury  and  Herse,  Flemish 

16th-century  tapestries,  87-99 
Story  of  the  Emperor  of  China,  tapestry 

from  set,  461-68 
Story  of  the  Romans  and  the  Sabines, 

Flemish  16th-century  tapestries, 

127-36 

Story  of  Troy,  Chinese  17th-century 

embroideries,  796—802 
Stranover,  Tobias,  tapestries  designed  by, 

733,734 
Strasbourg 

tapestries  in  1895  exhibition,  760 
tapestries  perhaps  made  in,  759 
strawberry,  symbolism  of,  77 
Strecken,  Geraert  van,  tapestries  woven  by, 

206,  207,  208,  210,  216 
Subsolanus,  personification  of  E  wind,  30 
sudarium,  on  tapestry  vestment,  194;  see 

also  Veronica's  veil 
Sujets  de  la  Fable,  see  Mythological  Subjects 

After  Giulio  Romano;  Mythological 

Subjects  After  Raphael 
Sully  at  the  Feet  of  Henri  IV,  Gobelins  1 8th- 

century  tapestry,  408-10, 413-16 
summer,  occupations  of,  322,  323, 324 
Summer 

Flemish  16th-century  tapestry,  24,  30-35 
French  17th-century  embroidery,  665, 
671,  672 

Gobelins  17th-century  tapestry,  322, 
3*3-2-5 

sun  head,  symbol  of  Louis  XIV,  672 
Supernas,  personification  of  N  wind,  50,  52 
swan 

heraldic,  437 

symbol  of  chastity,  795 
Sweerts,  Francis,  mark  wrongly  identified  as, 
157 

swimming,  occupation  for  July,  346 

The  Swing,  the  Harvest,  and  Cherry  Picking, 

Beauvais  18th-century  tapestry, 
557-^3 

Sypher  &  Co.,  tapestries  formerly  owned  by, 
159,208 


T 

Tabard,  Francois,  tapestry  woven  by,  640 
"table,"  obsolete  synonym  for  "picture," 
266 

table  carpets,  178-84,  242,  793-95 

Table  carpet  with  a  hunting  scene,  Polish  (?) 
18th-century  tapestry,  793-95 

Table  carpet  with  unicorns,  Dutch  17th- 
century  tapestry,  242 

Table  of  Cebes,  French  16th-century 
embroideries,  260-66 

tambourin  de  Beam,  529,  531 

tambura,  Indian  musical  instrument,  721 

Tarragona,  distant  view  of,  820 

Tasso,  Torquato,  Gerusalemme  Liberata, 
776,780,783,784 

Taurus,  zodiac  sign,  28,  32, 45,  3 10,  340, 
584,671 

TC,  weaver's  mark,  138 

teapot,  Chinese,  588,  589 

Temperance,  personification  of,  93, 96, 1 12, 
169 

Tempesta,  Antonio 

Aetas  Ferrea,  illustration  related  to 

tapestry,  704 
etchings,  681,  figs.  82,  83 
Teniers,  David  II,  paintings,  228 
"Teniers,"  type  of  tapestry,  228,  230 
Tentures  de  Boucher  (Croome  Court 

tapestries),  385-401 
Terbruggen,  Baron  A.  J.  L.  van  den  Bogaerde 

van,  vestment  in  sale,  193 
Terry,  Roderick  Jr.,  bequest,  796 
Tessier,  Louis,  tapestries  designed  by,  385, 

396, 403,  fig.  43 
Tessin,  Nicodemus,  correspondence  about 

tapestries,  442, 454, 460 
Test  of  Moses,  26,  29 
Thais,  with  Alexander,  no,  112 
Thalia,  not  represented  in  tapestry,  377, 378 
Thebes,  city  of  Niobe,  257 
Thiers,  baron  de  (Louis  Antoine  Crozat), 

tapestries  delivered  to,  492,  535 
Thrascias,  personification  of  NNW  wind,  26 
threshing 

by  means  of  stone  or  sled,  49,  50 
occupation  of  August,  47,  50 
occupation  of  December,  42, 43 
thrones,  Napoleon's,  420,  422, 425 
thyrsus,  symbol  of  Bacchus,  655 
Tiberius  II,  Byzantine  emperor,  discovering 

treasure,  38,  39, 41, 43 
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Tieghem,  Jan  van,  tapestries  possibly  woven 
by,  138 

tigers,  as  supporters  of  arms,  478 
Time,  personification  of,  582,  584 
Titus,  Roman  emperor,  perhaps  shown  on 

tapestry,  157 
toadstools,  symbols  of  evil,  60,  62 
Tobias  receiving  advice  from  Tobit,  41, 43 
Tobit  advising  Tobias,  41, 43 
Toerge,  Mrs.  Norman  K.,  gift,  365,  367 
Toilet  of  the  Princess,  London  18th-century 

tapestry,  717, 722-25 
Toilet  of  Venus,  Aubusson  18th-century 

tapestry,  636 
Tollin,  A.,  tapestry  in  sale,  85 
Toulouse,  comte  de 

embroideries  probably  owned  by,  666, 

667 

tapestries  made  for,  331,332,  333 
travel  books,  figures  in  tapestries  from,  464 
trees 

green  and  leafless,  symbols  of  Testaments, 
59,62 

trimming,  occupation  of  spring,  713 
Tregoz,  arms  of,  180 

Trianon,  tapestries  formerly  in,  29  5 ;  see  also 

Grand  Trianon 
trophies 

of  hunting,  388,  393 
of  love,  388,  393 
of  pastoral  music,  389,  393 
Trophies  and  Birds,  Savonnerie  screen 

panels,  655—56 
Troy,  Story  of,  Chinese  17th-century 

embroideries,  796—802 
Tseraerts,  Corneille,  mark  formerly 

identified  as,  138 
Tuchet,  arms  of,  181 

Turkish  elements  in  English  tapestries,  717 
Tutilina,  goddess  of  stored  grain,  50 
Twelve  Ages  of  Man,  Flemish  16th-century 

tapestry  set,  24-44 
twins,  zodiac  sign,  see  Gemini 
Two  Statues,  French  17th-century  tapestry, 

268-74 

Tyard,  Pontus  de,  possible  author  of  poems 
in  tapestries,  248 


u 

unicorns,  35,  37 

Unicorns,  table  carpet  with,  Dutch 
17th-century  tapestry,  242 


United  States,  symbols  of,  591 
unknown  artists,  paintings,  633,  fig.  76; 

803,  fig.  96 
Untermyer,  Irwin 
bequest,  649,  738 

gifts,  503,  506, 677, 688, 689,  694,  695, 
697,  698,  730,  737, 740,  742 
upholstery 
Africa,  for  chair  backs,  572,  599-601 
Africa  and  Asia,  for  sofa  back,  572,  592, 
593 

America,  for  chair  backs,  572,  595—97 
America  and  Europe,  for  sofa  back,  572, 
589-91 

Asia,  for  chair  backs,  572, 601—04 
Croome  Court  tapestries,  385,  391,  392, 

393,394,39^,399, 400 
Europe,  for  chair  backs,  572,  596-99 
Four  Continents,  572—74,  589-605 
Gardens,  for  screen,  611- 13 
panel  for  fire  screen,  477 
panel  for  stool,  737 
Reclining  Cupid,  panel  for  chair  back, 

610 

Upholstery  for  a  bed,  Beauvais  1 8th-century 

tapestries,  564-67 
Upholstery  panels 
Aubusson  17th-century  tapestries,  617 
Aubusson  18th-century  tapestries,  618, 

619, 622, 623, 624,  625, 626-32 
Beauvais  17th-century  tapestries,  459, 

46°,  475, 47^ 
Beauvais,  18th-century  tapestries, 

481-83, 484-98, 499-501,  502, 

503-06,  549,  568-71 
Beauvais  19th-century  tapestries,  606, 

607 

English  18th-century  tapestries,  733-36, 

738,739,743,744 
Gobelins  1 8th-century  tapestries,  402-04 
Savonnerie,  651 
urinal,  attribute  of  Aesculapius,  35,  37 


V 

Vaga,  Perino  del 
drawing,  102,  fig.  1 1 
tapestry  perhaps  designed  in  workshop, 
100, 102 

Vaga  (Baga),  embroideries  perhaps  made  in, 

815 
Vail,  dealer 

embroideries  possibly  owned  by,  261 


tapestry  in  sale,  333 
Valade,  tapestry  designed  by,  369,  372 
valance,  tapestry,  566 
Vallayer-Coster,  Anne,  tapestry  designed  by, 

417,418 
Van  Orden,  Alice  E.,  gift,  803 
Vanderbank,  John,  tapestries  woven  by, 

7i7,7i8 
Vavoque,  tapestry  altered  by,  374 
Vendome,  due  de,  tapestries  in  sale,  571 
Venus 

with  Adonis,  32,  34 

in  chariot,  164 

and  Cupid,  279,  280 

as  deity  of  Spring,  27,  28 

as  Luxury,  30,  34 
Venus,  Toilet  of,  Aubusson  18th-century 

tapestry,  636 
Venus,  Vulcan  Presenting  Arms  for  Aeneas 
to,  Beauvais  18th-century  tapestry, 

534,  535,536-39 
Venus  and  Adonis,  Gobelins  17th-century 

tapestry,  283,  290, 291 
Venus  in  Her  Chariot,  Gobelins 

17th-century  chariot,  285,  286-88 
Venus  Visiting  Vulcan,  Gobelins  1 8th- 

century  tapestry,  385,  390,  393,  394 
Vera,  Paul,  tapestries  designed  by,  611, 613 
Verdures  with  animals  and  landscapes, 

Flemish  or  Dutch  tapestries  about 

1600, 185, 186;  see  also  Greenery 

Verdures  with  giant  leaves,  Flemish 

16th-century  tapestries,  175-79;  see 

also  Greenery 
Vernansal,  Guy,  Gobelins  painter,  362 
borders  possibly  designed  by,  442, 444 
tapestry  designed  by,  461, 463, 464 
Veronica,  Saint,  offering  veil  to  Christ,  763 ; 

see  also  Saint  Veronica 
Veronica's  veil,  59,  74, 75,  76;  see  also 

sudarium 
Versailles 

fountains,  in  embroidery,  677, 681 
tapestries  perhaps  at,  573 
Vertumnus  and  Pomona 

Beauvais  18th-century  tapestry,  544-48 
Gobelins  1 8  th-century  tapestry,  385,386, 

388,393,394 
vestments,  tapestry  woven,  192, 193, 

194-98,  771 
Vestments,  Netherlandish  16th-century, 

194-98 

Vexin,  Louis  Cesar,  comte  de,  as  Mars,  665 
Victory,  personification  of,  574,  576,  590, 
59i 
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Vignon,  Claude,  tapestry  possibly  designed 
by,  276 

Vincennes  porcelain  figures  after  Boucher, 
406, 407 

Vincidor,  Thomas,  drawings  related  to 

tapestry,  88 
vintage 

occupation  of  autumn,  712,  714-16 
occupation  of  September,  35,  37 
scene,  325,  326 
Vintage,  Gobelins  1 8th-century  tapestry, 
365-68 

Violin  and  Lute  Players,  Beauvais  17th- 
century  tapestry,  441,  453, 454 
Virgin 

at  Adoration  of  Kings,  54 

at  Ascension,  124,  766 

at  Circumcision,  694 

at  Crucifixion,  59 

at  Elevation  of  Cross,  765 

mantle  for  statue  of,  790-92 

at  Pentecost,  767 

on  road  to  Calvary,  763 

symbols  of,  790,  791 
virgin,  zodiac  sign,  see  Virgo 
Virgin,  Bust  of  the,  Roman  1 8th-century 

tapestry,  786 
Virgin,  Head  of  the,  Roman  1 8th-century 

tapestry,  788 
Virgin  Annunciate,  Roman  18th-century 

tapestry,  787 
Virgo,  zodiac  sign,  35,  45,  671 
Virtues,  266 

Cardinal,  88,  93, 94,  96,  97,  98 

cushion  cover  probably  from  set,  204, 205 

Theological,  87,  88,  92, 93, 694 
Vitruvius,  account  of  Artemisia's  statues, 
270 

Voisin  sale,  tapestry  probably  in,  5  5  5 
Voluptas,  child  of  Cupid  and  Psyche,  300 
Vorontsov,  Count  Mikhail  Illarionovitch, 

tapestry  given  to,  372,  374 
Vorontsova,  Countess  Elizabeth 

Romanovna,  Russian  1 8th-century 

tapestries,  803—05 
Vos,  Martin  de,  figures  from  prints  after, 

695 

Vries,  Vredeman  de,  engraving,  129, 132, 

%■  13 
Vulcan 

at  festival  of  Psyche,  296 
visited  by  Venus,  Gobelins  18th-century 
tapestry,  385,  390,  393,  394 


Vulcan  Presenting  Arms  for  Aeneas  to 

Venus,  Beauvais  1 8th-century  tapestry, 

534,  535> 536-39 
Vulturnus,  personification  of  SE  wind,  3  8 


w 

Wallace,  Sir  Richard,  tapestry  formerly 

owned  by,  5  5  5 
Walters,  Mrs.  Henry,  Savonnerie  panel  in 

sale,  646 

Wanamaker,  John,  tapestry  formerly  owned 
by,  47* 

warming  hands,  occupation  for  February, 

26,  29 
Washington,  George 

tapestries  supposedly  gift  to,  604 
in  tapestry,  573,  574,  576 
Washington,  D.C. 

Corcoran  Gallery,  tapestries  in  1908 

exhibition,  208 
National  Gallery,  tapestries  in  1975-77 
exhibition,  573 
Wasserschlebe,  Joachim,  furniture  described 

by,  489, 490 
watchtower  in  vineyard,  327,  330 
Water,  Allegory  of,  Gobelins  18th-century 

tapestry,  385,  388,  389,  393,  394 
water  carrier,  zodiac  sign,  see  Aquarius 
Watteau,  Antoine,  tapestry  related  to  print 

after,  529 

Wayfarer  Crowned  by  Happiness,  French 
16th-century  embroidery,  260,  265, 
266 

Weavers'  Guild,  Dublin,  tapestry  formerly 

owned  by,  73 1 
weaver's  marks,  see  marks,  weavers 
Webb,  Philip,  design  related  to,  764 
Wechtlin,  Hans,  woodcut,  766,  fig.  91 
Weiditz,  Hans,  woodcut  after  Diirer,  22, 

fig.  1 

Wentworth,  Catherine  D.,  bequest,  626 
Wertheimer,  Charles,  tapestries  probably 

owned  by,  494 
West  Dean,  Sussex,  tapestries  formerly  at, 

181 

Weyden,  Rogier  van  der,  painting  related  to 

tapestry,  76 
White,  Stanford,  tapestry  formerly  owned 

by,  103 

Whitney,  Harry  Payne,  tapestries  in  sale, 
129,  249,410 


Whitney,  Mrs.  Harry  Payne,  gift  of  children 

of,  247,  250 
Whitney,  William  C,  tapestries  formerly 

owned  by,  128,  249 
Widener,  P.  A.  B.,  gift,  242 
Wierix,  Jerome 

engraving,  198,  fig.  19 
tapestry  related  to  engraving,  198 
Wildenstein  St  Co.,  tapestries  formerly 

owned  by,  399 
William  III,  king  of  England,  tapestry  made 

for,  225—27 
William  and  Mary,  arms  of,  Flemish 

17th-century  tapestry,  225-27 
Wilmington,  tapestry  in  1976  exhibition, 
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Wimborne,  Saint  Giles  house,  panel 

formerly  in,  742 
winds,  personifications  of,  24,  26,  28,  30, 

32->  35>  37,  38, 4*>  50.  5i,  99,  *9<>,  3Z$ 

wine  making 
occupation  of  autumn,  325,  714 
occupation  of  September,  35,37 
occupation  of  October,  351 
see  also  vintage 

winnowing 

occupation  of  August,  47 
occupation  of  December,  42,  43 

winter,  occupations  of,  322,  328 

Winter 

Flemish  16th-century  tapestry,  24,  38-44 
Gobelins  17th-century  tapestry,  322, 
328—30 

The  Wolf  and  the  Kid,  Aubusson 
18th-century  tapestry,  626,  63 1 

The  Wolf  and  the  Stork,  Aubusson  1 8  th- 
century  tapestry,  631,  632 

The  Wolf  and  the  Thin  Dog,  Aubusson 
18th-century  tapestry,  629, 631 

woman 

Woman  with  a  Mirror,  Russian 

18th-century  tapestry,  806,  808 
see  also  Young  Woman,  Called  the 
Spanish  Girl;  Young  Woman  Holding  a 
Mask;  Young  Woman  with  a  Pink 

Wonders  of  the  World,  tapestry  from  set, 
154—60 

Woronzow,  see  Vorontsov 

Worship  of  Cupid,  Aubusson  18th-century 
tapestry,  638,  639 

wuntshuk,  Turkish,  horse's  tail,  719 
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Young  Woman,  Called  the  Spanish  Girl, 
Gobelins  18th-century  tapestry, 
379-81 

Young  Woman  Holding  a  Mask,  Gobelins 
18th-century  tapestry,  376-78 

Young  Woman  with  a  Pink,  Russian  18th- 
century  tapestry,  806,  809 

Yvart,  Joseph,  additions  to  tapestries 
designed  by,  331,  332,  348 

Yvorel,  tapestries  woven  by,  61 1 


Zabriskie,  Christian  A.,  gifts,  700 
Zadok,  Charles,  gifts,  171, 175,  814,  816 
Zaluski,  Andreas  Stanislaus,  bishop  of 

Cracow,  tapestry  perhaps  made  for, 

790,  79i 

Zephryus,  personification  of  W  wind,  30, 34 
Zerbino  in  combat  with  Manricardo,  275 
zodiac,  signs  of,  24,  26,  28,  30,  32,  33,  35, 
38,  39, 42, 45, 47,  50,  52, 187, 188, 
219,  308,  310,  314,  332,  335,  339, 
34°>  342,  346,  349,  351,  356,  358, 
584,  667,  671 
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